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THE PREFACE 

T he subject of motion pictures is a vast uncharted 
area and the compass of achievement points in 
many directions. The purpose of this little book is 
to outline in a general way the place of the cinema 
in the world of arts and the direction that must be 
followed in order to establish itself among them. 
Art b a lifetime study and cannot be covered ade- 
quately in any single volume, so that chapters on 
the handling of the camera have been omitted in 
order to avoid confusion and attention directed to 
its aesthetic use. Much has been written for and 
against cinematic art but not until now has it been 
possible to draw any definite conclusion. 

The advent of the talking picture has left the silent 
him entirely in the hands of amateur cinemaiog- 
raphen from whose ranks will come the cinema 
artists of the future. ^3> ^erea s the purpose of. the 
professions! him U^to fumbh cheap entertainment 
the masses, the amateur will devote hb attention 
to the descloprocnt of cinematics as a highly original 
art form, eventually finding a market for small audi- 
ence of more cultured tastes. The cinema was |ust 
beginning to End itself at an art medium when the 
talking him caused professional* to turn all their at- 
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tention to a new technique that is a combination of 
the speaking stage with the wider scope of the 
motion picture. This new form o£_tntertainn«nt 
will be swallowed by. the mass of entertainment 
seekers as avidly as t he dime novels . b*^c leaves 
those of more cultured tastes unsatisfied. Regardless 
of the future development of the talking film it is 
evident that it never can become a true art in the 
sense that Rembrandt paintings are true an. dia- 
logue is degrading to a medium whose main purpose 
is pictorial expression. OI course it has its place In 
record films preserving the voices of famous person- 
ages and the sounds of famous events. There is no 
doubt that it makes such films priceless. In the news- 
reel voice and sound is an advantage in heightening 
the elfecc of actuality, butjn the art film, where the 
personification of various mental states and moods isn 
Jestfcd, the use of dialogue is a detriment to aesth»ic| 
expression. As a means for musical synchronization 
the sound process is excellent, the music remaining 
with the film as long as it bsts and matching perfectly 
with the action on the screen. 

Pantomime, the inverse of speech, u always the 
greater art. Even on the stage it will be ^jJnd thi^| 
the most effective moments are those in which silence^ 
prevails, in which the gesture of a hand or other 
movement conveys the entire meaning of the mo-^ 
ment. Silence u more eloquent than words but at,thr, j 
same time Is more difficult of accomplishment. Pro- 
ducers have no'doubt turned toward the talking film 
in order to meet the popular demand for novelty, but 
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even then it is doubtful if they could have carried 
on any further with the silent film. The mass pro- 
duction methods of studios are not conducive to artis- 
tic expression which is usually the sole work of an 
individual or small group of artists. In such films 
as '* Chang ” ** Moana “ The Last Laugh ” *' The 
End of St. Petersburg” and others the professional 
screen reached a level of perfection while still trying 
to keep within the boundaries of popular taste. These 
films possessed elements that the mass of entertain- 
ment seekers could not see so that they resulted in 
financial failures. These films were produced by 
individuals of directors who were allowed to work 
out their own ideas unhampered by the demands of 
routine studio methods. 

This means that the true art of the motion picture, 
the art of composition in motion, of shifting pat- 
terns of light and shade tenuitu entirety in the hands 
of amateur cinematographers. In fact it is not too 
radical to predict that in she not too distant future art 
Alms w3] S« made of such quality and with such a 
degree of i^rfection that they will be treasured and 
regarded with the ume high esteem at the finest of the 
old masters. „ The unlimited advantages of composi- 
tion in motion is proof enough of the datzling possi- 
bilities inherent in cinematic art. That to much 
banality exists is not the fault of the n^ium itself 
but of those who distort it for purposes of cheap 
entertainment. Not that this entertainment does 
not hate its place. Indeed, no medium can tell a' 
story at effectively as the moaun picture, and nories' 
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lention to a new technique that u a combinaiton of 
the fpcaking ttage with the wider icope of the 
motion picture. Thit new form oLatteruinmmt 
will be swallowed 'Ey the mats of cntertammeM 
so^ea as avidly as tfu dime novels but leaves 
those of more cultured tastes unutislied. Regardless 
of the future development of the talking film it b 
evident that it never can become a true art in the 
sense that Rembrandt paintings are true art. 
logue is degrading to a medium whose main purpose 
is pictorial ezprcssion. Of course it has its place to 
record films preserving the voices of famous person- 
ages and the sounds of famous events. There ts no 
doubt that it makes such films pKceless. In the news- 
reel voice and sound Is an advantage in hnghreaing 
the effect of actuality, b^t in the art film, where the 
personification of various mental states and moods is| 
desired, the use of dialogue is a detriment to aesthetic | 
expression. As a means for musical synchronization 
the sound process is excellent, the music nmahung 
with the film as long as it lasts and matching perfectly 
with the action on the screen. 

Pantomime, the inverse of speech, is always the 
greater art. Even, on the stageUjviUJie fo^d thiM 
the most effective momenu are_,^ose mVhich iil«ce|| 
prevails, in which the gesture of_ hand or other ( 
movement conveys the entire meaning of the aio^ 
ment. Silence is more eloquent than^ words but 
same time b more difficult of accomplishment. Pro- 
ducers have no doubt turned toward the talking film 
in order to meet the popular demand for novelty, bu* 
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even then it is doubtful if they could have carried 
on any further with the silent film. The mass pro- 
duction methods of studios arc not conducive to artis- 
tic expression which is usually the sole work of an 
individual or small group of artists. In such films 
as "Chang” "Moana” "The Last Laugh” “The 
End of St. Petersburg” and others the professional 
screen reached a level of perfection while still trying 
to keep within the boundaries of popular caste. These 
films possessed elements that the mass of entertain- 
ment seekers could not see so that they resulted in 
financial failures. These films were produced by 
individuals or directors who were allowed to work 
out their own ideas unhampered by the demands of 
routine studio methods. 

This means that the true an of the motion pictute, 
the arc of composition in motion, of shifting pat- 
terns of light and shade remains entirely in the hands 
of amateur cinematographers. In fact it is not too 
radical to predict that in the not coo d'utanc future art 
films wHI M made of such quality and with such a 
degree of ^rfection that th^ will be treasured and 
regarded with the same high cstccia as the finest of the 
old matters.. .The unlinuted advantages of composi- 
tion In motion is proof enough of the dazzling possi- 
bilities inherent in ciisenutk art. That so much 
banality exists is not the fault of the medium itself 
but of thcFse who dmon tt'fot ^rposes of cheap 
entertainment. Not shat this entertainment docs 
not have its place. Indeed, no medium can tell aj 
story as effectively as the motion peture, and stories 
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will always interest the mass of entertainment seekii 
ets, but there are those who have outgrown interest in 
mere stories and stereotyped plots and prefer films in 
which chief emphasis is laid upon moving photog- 
raphy and cinemaetcs as a story in themselves, re- 
quiring but a simple significant theme or thread to 
base the scenes upon. Since t he medium is capable 
of expressing our finest thoughts it is only Togica! 
that our camera should be turned in that direction. 
Just as the amateurs tn still photography do the finest 
work of which their medium is capable so will the 
amateur cinema artist produce the finest moving 
pictures of the future, “nie tools have been perfected 
to a remarkable degree. It only remains to use them 
properly. 

SimpJifif/ will be she keynote of airjotsur films. 
Instead of concentrating on expensive settings the 
amateur will utilize inttad all those innate qualities 
within the camera itself. Many ingenious effects can 
be obtained without much expense and most of them 
can be secured without any expense at all other chin 
that of the film. Intelligence andjngenuity will re- 
place expensive equipment and the results will be 
'more artistic and pleasing. Much can be lesrned 
t^ugh jsrofnsional films regarding technical uses 
because they possess the money and equipment neces- 
sary to pr^uce them, but the fubject matter of these 
filmsjivill be etrictly avmded. These effects can be 
applied by the amacesir sn hh own work and tn many 
cases can be improved opan. The talking film, for 
the most parr, has changed the entire technique of 
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of thought inrisM that thccyeaecJ thingi with greater 
fidelity than the lent and permiu the artist to record 
a tubject at he feels it. This of course b a fallacy. 
It u true that the painter can change forms and mi* 
colors to suit hu taste but snore often than not he 
faib to see straight even if he b capable of recording 
a mood. The atrocious examples of “ self expression " 
that represent the present trend in modern painting 
are proof that art that distorts nature b not true art. 
No one will denj_that_drawing a lemon to resemble 
a~{nnnpple, or painting a mountain that conveys all 
the inspiring qualiries of a mud pie, is not the pur- 
pose of true art. The moods of the "artuti” who 
paint these things ire not happy ones. The camera, 
on the other hand, hat no moods and consequently 
records the forms' or'thtngt with fidelity, with a pre- 
cision that b not'pwible with a brush. An orange 
remains an orange and not a splotch of paint on can- 
vas. Because he employs mechanical meant in no wjy 
prevents the photographer from selecting beautiful 
compositions and expressing them according to his 
moods. By means of light and shade a scene can 
reveal an artiit'i inrentbn without distorting the 
formt of thihgs to that far more effective results can 
be secured in photography than in painting. Further- 
more, the camera b not limited to recording the 
natural things as we tee them. It it just at efficient 
in presenting any abstract ideas that the photographer 
can conjure up. In creating these novel compenitiont 
the phc«tographer emplo>-i lynihetic means and docs 
not Imult the intelligenceof the beholder by trying to 
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make him believe a thin; it what it is not hj distort- 
ing nature. The beauty in Rembrandt paintings, for 
example, lies in this very adherence to form, effects 
being gained by means of light and shade. The in- 
ability of modern painters co obtain such fidelity to 
form causes them to turn their attention to the ex- 
pression of moods that can never be undentood by 
anyone but themselves, if at all. 

Every art has its limitations, but the motion picture 
combines within it more advantages than any other 
medium of expression. The truest art is the art of 
precision and precision is the quality that photog- 
raphy po$$esJCs.~'The‘'catncra Is a produ«^5ITSencc 
a nd ac ience h indeed" the g«aw't_8ft. Sdence an d 
art.are.essentially^^und up together. At times it is 
difficult to tell where one leaves off and the other be- 
gins. The camera is the ultimate product of the 
machine age. Where machines have libera ced^lysi- 
cal drudgery, the camera will be used to liberate the 
mind. 

" The treatment of cinematic subjects should be 
modernistic in order to be in keeping with the era 
of science and intelligence that created it. Whether 
we depict natural things or abstract ones, old subjects 
or new, it will be the modernistic treatment that will 
determine their degree of originality. The scope 
of modernistic treatment is infinite, as infinite as 
our thoughts, and is essentially in tune with the new 
Jiscoverics regarding mind and matter. The former 
irts were static, an expression of thejncntalijutloe^.of 
:he times In s^ich they were creat^ The new scien- 
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tific theories upsetting worn-out superstitions and 
twlfts of thought will be a determining influence in 
the new art of the cinema. Because of this capacity 
for recording thought in motion, of selecting signifi- 
cant detail, of correlating mind and matter, time and 
space, and harmonizing them into a unit, the cinema 
must be regarded as the ultimate flowering of mod- 
ernistic art. 

Although we may be insjured by Rembrandt and 
other old masters the treatment revealed in their 
canvases is not possible to-day. Their perfection be- 
longs entirely to the eras in which they were created 
and their unique beauty could not be duplicated by 
any modern artist. The very nature of the modern 
world prevents such results so that perfeetion must 
be obtained in other directions, the greatest of which 
is the motion picture. Rcmbrandl'i work is done and 
belongs to that part of the great cosmic design that 
is past. The wonden he created need no longer be 
duplicated even if wc could. The veil of time pro- 
tects them. In the cinema we may use Rembrandt 
lighting in individual scenes, but since we are creating 
thoughts and scenes in motion it is evident that these 
must be arranged in the modernistic manner in keep- 
ing with the thoughts depicted. At present no 
"Rembrandt” of the motion picture has appeared 
because the art is loo new. The new scientific dis- 
coveries » hicK will influence the new art have come so 
thick and fast that it is diflicult to cope with them. 
] lowevcf, the flashes of cinematic greatness that have 
been resTaled in the best professional silent films whose 
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Part I 


Chapter I 
FORM 

W HAT is a design? A design is a combinilion 
of various motifs harmonized to form a 
rhythmic pattern. Motifs arc designs in themselves 
composed of curves, horizontals, verticals, and diago- 
nals, which when applied in their simplest forms be- 
come circles, ellipses, squares, rectangles, triangles, 
etc. Each of these lines has its own aesthetic signifi- 
cance. Curves suggest graceful movement; horizon- 
tals, peace and calm; verticals, idealism; diagonals, 
force and vividness. Thus a predominance of any 
one of them gives a desired effect. 

All of these forms have their origin in the cosmos, 
the harmony of alt things of which we are a part. 
Geometry, a study of lines, b an example of cosmic 
unity in an abstract form. Nature, man and material 
things arc cosmic unity in concrete form. Every 
dnign b a manifestation of something greater than 
itself. As the universe was created » man creates. 
He fashions pottery, weaves cloth, constructs ma- 
chinery, builds skyscrapers, all of which b a designing 
process, growth or evolution. Since the earliest times 
man has manifested dnign in everything he uses, 
unconKiously deriving the principles from nature. 
Throughout the ign these designs became conren- 
*s 
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tionalized and their origiiu hidden due to the in- 
/luence of ditferent supertcitions. 

The psychology of a nation can be analyzed 
through its artistic expression. For example, the 
designs in a Chinese rug are unintelligible to one vbo 
has not traced their origin and evolution. The gro- 
tesque expression in Gothic art is evidence of the 
type of people living in the middle ages. The art 
of the " futurist ” which is eonsiJered new and Is 
much misunderstood is nothing but the expression of 
a new era of intelligence in which superstitions have 
been cast to the four winds and a return to nature 
has been manifested. The refreshing spirit exuded 
by modern art proves that true art is simplicity of 
line obtained through conscious application of the 
principles of cosmic unity by contact with nature. 

Modernistic art b a perfect geometric permanency. 
All arc through the ages has been a striving through 
various forms both simple and complex, grotesque 
and beautiful, to attain this ideal permanency. It « 
obvious that there can be no improvement upon the 
straight line and curve, the square, triangleand circle, 
and other elementary geometric forms. Because of 
fhb ulcimare it is impossible to advance further in 
the technique of art. This means that any future 
step would be a revert to the past and this is ex- 
pressed in the craze for antiques and old fashions. 
TJiis-geometric permanency has resulted in a self- 
consclous culture^becausc everything has been ana- 
lyzed to create it. Previous cultures have beet^ un- 
conscious and it is no longer possible to ret^h w^hi* 
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state. Thus, we may infer that no new art form is 
possible except through the variation of geometric 
forms. Modernism, then, must become not only a 
mirror reflecting present-day tempo, but a sieve that 
shall filter, evaluate and preserve those aspects in life 
and in art that have proved themselves to be the most 
beautiful in the lives of men since the beginning. 

This mathematical precision of modernism will 
be the basis of future expression. Though it repre- 
sents the art of the machine, usually associated with 
mass production, it is apparent that it can appeal only 
to an intellectual ilite. It b this type of mind that 
can appreciate its simplicity. It is strange what maxes 
must be unravelled before arriving at simplicity. It 
can never appeal to the masses who prefer the elabo- 
rate and gingerbread type of art that parallels the un- 
organixed hodge-podge of their own minds. The 
grotesque and intricate art of the past based on super- 
stition will always find favor with them, while true 
quality wilt remain individual supported by an in- 
dividual minority. 

The root of all thought U the image or fragments 
of images. From them are derived es'ery branch of 
thought and expression — philosophy, psychology, , t 
the arts and Kiences. The unorganized mind con- • ’ 
tains a jumble of images, snatches and fragments that j 
accumulate in a continuous heap with little sifting* ^ 
of the gold from the dross. The organired mind • 
takes these images, fleeting as electricity, elusive as 
quicksilver, and fuses them, transmutes and blends 
them into various standardiied patterns to rely upon 
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comes tfie tiimd tiut connects tiv mental vitfi tfic 
phyiicaL Motion not only combines permanent pat- 
terns, but is raeatuHy plastic, so that not oalj per- 
lecteii forms but esolaxiotaTj forms can be preserred- 
Thus, the oro essential processes of aU art, plasticity 
and permanency, become luured ia a siagle medlam, 
and there is no limit to the philosophical, psycho- 
logical Of satirical intentions that may be expressed 
without including a single word. AU prerious art 
remains a record of the past, fiaed and unchanging. 
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the good with the bad. The cinema, with motion 
a* its selective tool, translates actuality with its chaos 
of distorted forms into an ideal, determined, coordi- 
nated channel. Seen through its mathematical per- 
manency, the cosmic perspective, or the place in evo- 
lution of past art, becomes manifest. 

The motion picture is a visual medium and not 2 
literary one, although a knowledge of everything 
is necessary to secure the utmo« in results. Scenes 
in which characters stand about and carry on “ ac- 
tion" by means of subtitles or the talking screen is 
not cinematic, although verbal explanation may be 
necessary in scientific or educational films. Another 
trouble lies with the "star system” m which famous 
acton and actresses are exploited to the detriment of 
story at well as design. Of course, we shall always 
be internted in individual personality, but in art, 
people, if used at all, must represent motifs in a de- 
sign just as they do in life where everyone is part of 
a greater design called the universe. It is in the art 
of pure motion that the cinema will find itself, in 
which human beings will be subordinated to the 
cosmic scheme as jewels in a cosmic setting. Move- 
ment is a story in itself, more interesting and power- 
ful than all the superficial plots and emotions 
contrived by story-tellers. Trtse motion picture art 
then, must be pure de»gn skillfully applied to the 
full resources of the medium. 

In the cinema all meaning mutt be transmuted 
through the visual or pictorial tense with music and 
occasional actual sound at the only accompaniment. 
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This limitation of employing only the visual sense 
not a weakness but the very strength of the cinem; 
for the limitations of an art are a stimulant to accen 
its individuality. Exploring every facet of a uni 
sensory medium like the cinema concentrates the in 
teUigence and briags our its full Ijeauties. Scattennt 
the resources of the single medium in order to incjudi 
new inventions of speech and depth weakens insteac 
of strengthens its inherent possibilities. The idea be- 
comes ludicrous if the senses of smell, taste and touch 
were included. The audience would not only smell 
the flowers and taste the food bur receive physical 
blows when the hero fights the villain. This pfovw 
that it is suggestion through a single sense that itimu* 
lates imagination while the inclusion of others only 
defeats it. The third dimension film> although a 
miracle of science, is aesthetically unsound. It le 
suitable for newsreels in which actual events are pre- 
sented, but in the art film, the illusion of depth, 
created fay means of fight and shade on a two- 
dimensional flat screen, arouses imagination where the 
” real thing ” would not. 

Of the five senses the visual is the most powerful, 
as every sense can be expressed through it which u 
not possible with the others. For example, here u an 
instance of the oral acme transmitted through the 
visual. An ear is riiown in close-up listening at a 
door. Thu dusolves into the scene being heard, a 
close-up of approaching feet. Thus the sound «» seen 
instead of heard, arousing interest more quickly than 
if the actual sound were heard. To suggest a taste 
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we see a character’s face as be eats from a spoon. The 
expression be reveals indicates whether it is sweet or 
bitter and that is enough. We do not have to taste 
the food. The senses of smell and touch can be 
similarly expressed and are too obvious to require 
tangible descriptions. However, the art of panto- 
mime must not be confused with that of motion. 
Where the former is limited to the actions and re- 
actions of human beings, the btter includes aU 
creation within its scope. All necessary pantomime, 
though expressing its own content, must conform to 
the dominant rhythmic motion of the entire design. 

This transmuting of all phenomena into the pictorial 
channel may be compared to analysis and synthe- 
aii of mind and matter in modern scientific achieve* 
menij the translation of sound waves into light waves 
and vice versa, of toxin into anti-toxin, of thought 
Into happiness. In short, the cinema must become 
a mental alchemy to direct peoples’ minds into the 
most constructive and healthy channels and replace 
the false beliefs of medievalbm. Motion is the mech- 
anism for expressing thought. The more perfect the 
cinematic mechanism the more perfect can be the 
thoughts expressed. As with machinery, the mech- 
anism of art must be as perfectly adjusted as a 
fine watch before full satisfaction can be derived 
from it. 

The first requisite necessary for cinematography is 
obsers-ation. One must develop a picture eye that 
shall observe the forms of things as though they were 
ulhoueties, alwa)-s remembering that the camera re- 
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produces only in monotone (see Chapter III) • 
jects in which color is the main attraction should 
ruthlessly discarded. The ne»t step is to obserre the 
lines of which all things are composed and note how 
they blend to form various objects. The more one 
observes the more one will become impressed with the 
fact that everything ejisting is a design composed of 
definite lines which, if arranged in other ways, would 
become entirely different manifestations. It B nec- 
essary to notice too how the predominance of a cer- 
tain line gives a desired effect. A common teapot, 
one of the most graceful of small objects, » an a- 
cellent esample of this, being composed entirely « 
curves and circles. The knob on the lid is toon 
as is the lid itself. This broadens out into the mam 
curved body which culminates in the base wbicB » 
also round. The handle is usually an 
the spout an S-curve. Thus, if the outline of the 
teapot is traced in any direction, curvet are apparent. 

A skyscraper, on the other hand, is 
mostly of verticals suggettiog idealism ot digni J- 
The building shoots up straight, but when obier 
from below or above, the line, converge and form 
triangle suggesting vividnesu The j|„ 

rectangle, in which the panes of glass a e uiua I 
muared off. There nay be curve, also in * 

L one can easily see that vertical, ate the ptedom. 

"Ate"oLrving line. In ....i= 

tographer should photograph 

log simple subject, for eapres.ion — a mot 



form' 


leaving graceful curves in its wake^V’tFyp;;!^ rfi3 
rails, parts of machinery, a moving vihtdlcMaa;»n=5= 
curved road, etc. The next step is to photograph 
simple motifs in rhythmic motion such as revolving 
wheels, piston rods, a clock pendulum, the ocean 
waves, swaying trees, etc. 

Of course before one can become proficient in 
cinematography he must study still photography and 
painting in which the principles of pictorial composi- 
tion, light and shade and various other factors are 
more easily understood. A complete understanding. 
of still and motion cameras is essential in order to 
obtain the best results. As the painter learns to use 
hit brushes so must the cinema artist learn to wield 
his camera, harmonizing patterns in motion in order 
ta UCe ta W TV.WS, vte ta 

watch the cinema artist as he draws his design with 
the interplay of lines and motifs, lights and shadows 
moving in juxtaposition to one another. 

The most elective way of applying design to the 
motion picture is to start with a simple motif in 
rhythmic motion, followed by others in logical se- 
quence until a crescendo or climax is reached. In 
this way individual scenes remain designs in them- 
selves, yet Krve as motifs in a still greater design- 
Motifs can be repeated at intervals in order to give 
additional emphasis to the composition. This method 
of making a movie can be likened to a child solving 
a picture puzzle. The nearer he comes to the solution 
the more rapidly he puts the pieces together. In true 
cinems, background, middleground, and foreground 
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move in rhythmic motion. All the elements in a 
scene must correlate with one another so that the 
structure of the scene moves rather than the indivi- 
dual figures. An excellent example of this is a row- 
boat being pulled against the tide. Here the oarsman, 
the boat and the water correlate, the tide serving as an 
opposing force. If a scene is composed of a single 
element, such as water, it should so completely fill the 
screen that it has no background. 

Camera angles play an important part in securing 
effective results as subjects can be photographed from 
different angles according to the emotions expressed. 
A horizontal composition suggesting calm can be made 
diagonal suggesting vividness, by turning the camera 
about. These angles should not be employed hap- 
hazardly, however. There must be a definite purpose 
in view, every scene contributing to the unity of the 
whole. If scenes are framed in various forms it is 
preferable that the frame be in motion, an integral 
part of the scene rather than a static fonn through 
which action is observed. For example, a foreground 
tracery of branches used to accent motifs should sway 
with the wind and counterbalance the movements of 
the distant figures. Similarly, a revolving wheel in 
close-up can reveal smaller gadgets through its open' 
ings. A camera gliding through a tunnel causes the 
approaching or receding arch to appear larger or 
smaller. The future will bring many developmenn 
along this line, including a screen that will change iti 
form autonutically to match the forms of individual 
compositions, as well as increase or decrease in sire. 
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The use of multiple screens upon which correlated 
action will be shown amultaneously, is another possi- 
bility of the future. 

There are two ways by which continuity can be 
accomplished. First, by moving the camera to form 
various lines or follow moving motifs as they form 
the lines. Second, by continuing the rhythm of the 
first scene in all succeeding scenes as the tempo mounts 
to a crescendo or climax. A combination of both 
methods, employing them conjunctively or separately 
as occasion arises, allows of interesting variety. There 
is a third method, but one that will be rarely used, 
in which related motifs will follow one another in 
and out of the screen in succession forming patterns 
while the camera remains stationary. The di£culty 
of obtaining sufficienc motifs to sustain a strict rhyth- 
mic pattern for this method is evident. There are 
three ways of separating scenes — by using the dis- 
solve, the itis or the fade. Of the three the dissolve 
is probably the most effective as scenes can melt one 
into the other without impairing the rhythm. The 
iris is usually employed to separate sequences although 
it may be used in other ways such as emphasizing a 
circular motif or drawing attention to some signifi- 
cant detail. The fade is almost always used at the 
beginning and end of a film and in separating se- 
quences or changes of thought. Scenes should not 
jerk from one to the other as in most of the present- 
day motion pictures unless some novel effect is 
wanted. Portions of the deagn should be so deftly 
fashioned and edited as not to interrupt the vbual 
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flow. IniJ^fs shouM pn^rea so smooMy thjc no 
cutting Of splicing is apparent. In this way a motion 
picture can he peefectly timed to a miuical composi- 
tion — something that has not yet been accomplished. 

There are many camera tricks to make films more 
interesting. Most of them are accomplished by 
double exposure and many magical eSects can be 
devised. One of these is masking the lcnSj,in order 
to form a split screen. In this trick two tor more 
motifs can be shown on the screen at once, uie move- 
ments of each motif correlating with the others. This 
effect is a bit di^culr for amateurs to obtain, bvt it 
reveals just one of the many cinematic possibilities 
that have been scarcely touched upon. Various 
simplified devices that permit the amateur to dupli- 
cate professional technique are being developed with 
amazing rapidity. 

The motion picture imparts to things a super- 
reality that they do not ordinarily seem to possess 
because it focuses our attention upon them. A re- 
volving wheel becomes a thing of titanic power on 
the screen. By drawing the camera toward or away, 
its greatness and insignificance are realized at the 
same time. This gives us a complete sense of cosmJC 
unity by showing that all great things are small and 
all small things are great. In size comparison then 
lies one of the most izscitutitts uses of the morion 
picture camera. A wheel is also one of the numerous 
examples of a manifestation greater than itself- 
Planets are round and revolve in orbits. Electrons 
revolve about protons. The sun rises and sets. The 
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tides ebb and flow. Thoughts move in cycles. The 
motion picture is essentially a dynamic art capturing 
the rhythm of nature on a strip of film. The suc- 
cessful motion picture design should give the spec- 
tator a sense of completeness as though what he is 
seeing is the only thing in the world. If it does this 
then it has captured cosmic unity. Even after the 
last fade-out the spectator should retain a sense of 
perpetual motion. From this it can be seen that 
cinematic subjects are endless, depending only upon 
the taste of the cinematographer m choosing a worth- 
while theme and his skill in applying it to the medium 
of the camera. 
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RHYTHM 

R hythm is the basic strucrure of existence. It 
is the framework upon which all things move. 
Rhythm gives significance. Without it life appears 
chaotic and devoid of rhyme or reason. The plan of 
the universe is based on rhythm and everything in 
it moves on the same plan. 

Rhythm means repetition. We cannot become 
aware of rhythm unless we sense a measured move- 
ment whose beats follow close upon one another. 
There must be no lost or waste motion but a directed 
movement to guide us into definite trends of thought. 
Rhythms in small areas are manifestations of those 
in larger areas so that the large and the small are one 
and the same thing. When we contemplate the 
movements of the planets we become awe-inspired at 
their immensity, yet in reality they are no more awe- 
some than the hands of a clock moving around the 
dial. This is because the measured beats of the planets 
are too far apart to become perceptible to us while 
the clock is directly under our noses, so to speak. 
Being concentrated in a small world, we are conscious 
only of those rhythms whose beats are concentrated 
In a similar small area. These concentrated rhythms 
are present in everyday movements, but we are so 
1» 
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that a great deal of music is meant to he heard for its 
own sake, just as there will be iilcTu to be seen for 
themselves alone, yet there are endless examples of 
" pictorial music ” that fail to register because of in- 
appropriate visual description. 

The art £Ims of the future will be visualized music 
capable of expressing all the ephemeral qualities of 
music itself. There have been stage dramatizations of 
musical compositions but these are stilted in com- 
parison with the flexibility of camera magic that 
permits the expression of rhythm with a precision 
matching perfectly with the music it represents. 
■'KTiereas the stage ballet is limited to human beings, 
the camera has all the world to choose from, finding 
expression in the natural ballet of natural things. 
All the world is dancing if we will but see it. Nature, 
man and material things are all waiting for us to 
record their significant movements. The peasant at 
the plow, the unconscious play of children, of animals 
in their native haunts, the thrilling drama of the 
ocean wave, the pulsations of machinery, the scientist 
in his laboratory -—are not all these signihcant motifs 
in the great cosmic de«gn? 

Since the motion picture is so essentially bound up 
with music it is evident that it should have a musical 
accompaniment to secure the utmost in results. The 
most effective music b elemental with basic rhythms 
predominating. No one can deny the stirring sim- 
plicity of the primitive dnimbeat — insistent, per- 
petual. All the mystery of the ages seems to be in it. 
The music of the Orient with its weird sounds played 
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arranged in proper order, are known as the spectrum. 
At one end of the scale are short ware-Jeogth colors 
and at the other end are those of long ware-length. 
These different ware-Iengths nidlatiag from the sun 
and acting upon various dyes are what cause us to 
see the various colors in the spectrum. Changing 
the constituents of a dye causes it to respond to a 
difi’ereni wave-leogth and another color manifests 
itself. Dyes may he natural like the green leaves of 
trees or the natural tones in wood, or they may he 
synthetic like paint permitting of endless manipula- 
tion. 

Violet and blue are the shortest wave-length colott 
and are very active photographically. There mtr|« 
into green, yellow, orange and red respectively, the 
red possessing the longest wave-length. Red mergts 
into darkness out of which we have light and the 
cycle again repeats itself. Each of the colors, follow- 
ing the same merging principle, has a complete range 
of tones of its own from the weakest to the itrongcK 
shades, many of which are designated as individual 
colon. Each of the colors when blended with one 
or more of its brothers becomes an entirely different 
color or intermediate shade, which in turn can be- 
come still another color or shade, if blended again. 
Thus the process can keep on indefinitely, each 
repetition continuing the cosmic cycle. Each color 
also has the power to absorb one or two other colors 
and make them appear darker in tone or eliminate 
them entirely. This principle is used in eolor filters. 
Each color will transmit its own color through a 
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family and travel [»ctures ic is iaralusble, reproduc- 
ing scenes /ust as they orginally appeared. Hov 
thrilling to see iatnous events aad one's family and 
friends reproduced in all their sparkling array of 
natural color! With the application of joiznd to 
home movies and the third dimension, depth, we can 
faring faack yesterday and preserve ic forever. Sound 
apparatus for amateurs has already arrived and ex- 
periments for third dimension pictures have met with 
some success. There is no doubt that in time both 
will be perfected to a high degree. 

In the art film the use of color brings various ditf* 
culties as well as advantages. Every additional ele- 
ment in an artistic creation adds other problems to 
the unit. The main disadvantage in the color motion 
picture is tone manipulation. Unlike the painter the ‘ 
photographer cannot very well change the colon 
of moving objects at will and blend them to fit into 
his composition. He must lake colors as they come 
and muse choose subjects whose colors do blend 
properly. This, of course, precludes a wide choice of 
material. In studio work ic will be possible to turn 
colored lights upon objects to change their tones, but 
in outdoor work one could not very well cart spot 
lights about, and most pleasure from photography 
is secured outdoors. This limits the color film for the 
most part to studio production. A full knowledge of 
lighting as well as color will be necessary. Upon the 
lights should be mounted some form of graduated 
color filters that will permit of strengthening, subdu- 
ing or changing the tones or colors of various objects 
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a concentrated area such as the screen the rtiult « 
chaotic and disturbing. No definite theme h r^' 
scnted and the spectator becomes confuieJ. Thu’. 
color within a limited ran/;c is best. &'!'>” 
are near each other in the spectrum or TSfMius shah's 
of one color are the most artistic and pleasmjt- N'’ 
more than t»ro or three colors should ever be 
in the general scheme alchou/th a touch of snuiher 
esilor mijr be applied here and there. The oie of 
black and white in color Khrmei jfives very effni''* 
results. The illusion of color, then, is far more 
liee thin the actual colors ihemselvrs. I't 
words color mutt be bandlrJ in the lime •'if 
h^ht and shade is handled in black and »hil* ph'*' 
tojtrsphy to blendeil as In contain no /irflflJt t*^'**^ 
Thu, of course, will r(c|uire more stiwly and »"'* 
but as m all wortbsshde things the results will J'Utif/ 
the tabor. 

Tbe use of cot/r may appsar to be a ssty lubif# *<*• 
s^Uire procrs*. The amateur may be in I 
as tn {list what cotus to use. fis ibis h« ni>ul le 
g'iiJ'iJ by the iheme of his deUjjn. If it u !•*•!/ 
nature then f*iihr lonrs ibouM prsdi.mina'*- 1^ 

» *»rir..*ts ihen dreper |.'«sei sbaiMfJ be used. Thus. * 
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e*.r 'JAo.tslf US she m*ri/f with 
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to one another, a complete icnic of color rhythni at 
well as rhythm in form and movement will he ph- 
tained. 

Color cinematography » fascinating in i» unimiit 
posiibilities. Since subject at an art has not jftt 
been touched upm tariout prnblemi may ariie ihit 
cannot be foreseen at the ffcsent time. There » no 
doubt that continued amateur evperiinent will (mill 
in an art more unique and beautiful thin any that 
has heretofore appeared. 
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Rii.ATivin’ IN’ \\oTM\ novni^i 


T nr Ilf rrl»ii««tf •« fffifJcJ I't 

priipU II nxnnliini fit l<»>»04l llttif <>»^pfT 
littiiKiB, t lut-jrcl to ht fftfrrrJ ••olj I’t «’«<■» f«>« 

mfnti1t«rt Tl.i*. of •I'Wf''. •* • 

fiTUt'^. KiUtioty r-!»>i iikK • ».fnifnifii r*f* 

••wf 1 »« tVit iJko# »f«» trfttJ It ** I»tcwv4 tJn^r 
Vtti '*ri W •Mti'tori tfvit i>^ l.i*» r>-< mf.tr'l ri 
It it tni# l1.it tdiiiKit 1 ^ tin Iti’o* of 
tiHil litrnir, »o « liu ti iprt ul nvlioml I tv.^ Wff 
Ii I'nn ir* *ni.«J»r4. I* 

I'i'fW l» Virt il*«» »• t'o rriwni lit 

iW ,f>(; j»f (o. .pin « f orlit.t «t» r « 1« 

litoI.rtt.KiJ 11 o 1,t, ft •• 

Ill • rHi Niur <1.1 l« f thotof wntn 1.»» rtf t'AiJ v)n 

* ,•!, «*», luirKMOi^iBI Oir¥», »,•! 

».>1 wV l.« Iff li 
1« l.«r» iVfl iVrf aMf.; I/M n l1.f 0»i«»l 

i-T^. I,. »rt.«ip„lwfv* > 

»’« »1« •tn.p'i.ni. li II ft «r‘*|.>o* «» • 

n- jv-vB, «o Mr'*'* I'l-f' 

*1’« l.,*< 1..| « ^tT,i « itwti.Uf 1* tf-i'ri *•! 

♦‘•.t js. t «.•/» 

I »•-'> .1,.t j jt.n I i»o» !• r\ **</•( I A %■>.»•” I.^t f lif* 
I t-! H* it ^ If • . * 
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Pl.y.ic2l, .re conr.ined wito dm. and 
Lendally a par. ol .Eem. Em..e,n regard. a^d 
apace aa a ample entity and call, it J^pace-^l • 
ifevlns it to be a fnn.th dimena.on At oAtr, Nm* 
length, breadth and thiclnea (height. .''P' 
ever, for purpoaea of analyaia, .pace an 
conaidered aa aepar.te entitle, for, a. wi* tvtry.^^* 
elae, neither can e.i.t without the “A". P 
no. be meaaured without time 
be measured without space. For e P ^ 
a plane, take, to make one lb, 

orbit depend, upon the SPACE ' |p 
.pace that it cover, depend, upon the TI® 
to move from one point to another. 
principle may be obwrved in a 
take, for a clock hand to -"d" 
number, depend, upon the SPA ^t ., 

The space that it cover, depend. “I” m,„. 

take, to move between the ' „J 

men., being an eawntial par. 

matter, cannot eai.t of itwl . ^..a. 

eaia.en. there would be neither time, p 

men.. Mind and matte, are „,Mr 

with one another. Eaeb .. dependent upo 

and cannot eai.t of itwif. . .[.„utl'l 

ReLitivjty »» tpp^ftnt »" *’"0' ' . f, ,S4 

and aci.i.y regardl... of Vre’.nn.l I- 

thdjoxht wuhdrti* acttm and lUft ea j 

with!, tbrnaght, Thooght. are .n 

one anieler. even tbm-gh tUy may b< 
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iuiiipoiitinni, inJ no one tlKHiflit cm owt 
•-jtlwjui tl»f wlirrt, TlkffC t» o «*)-» c.f rf 
O.ifift, «u1<;rairr!^ ind oI'jnliTrlf ^Xlirn »-t ntue 
• ♦I'inf 10 tnifM!«n »-f call il Vl»fn *■« 

r»fifd it t« apart fmm i>urwtan •» tail it fl rrftMf 
laili tif ilifia tic»prMnlt ti rtlatrJ t» the <>il>fi mJ 
M-itlirr can cant ^itlvnat t)>c iftlirr it m 
tint n rtlilnc carl cant ta<cpt tl>ai vr ihmk it d >rv 
(Hir rniirt Iivra l'Cin| pnartneJ I-) «)iii * r tlunl. 

''6 # an iliat a tlnoj; •« l*t au«c cr 

lauj to It ti J.aJ. A ll'ifti <a I'aJ .-nit lc\ au«r ►■me 
tl'.KI rrlitrd t» u u f itj A tlncjt •• lirpr l«^acia* 
tl«c » ( <>l M ainall A il 'nj: ii amill 

I»iauir fcynrtliii'H d*' lfy-» n Ja'p* 'la 
tanniM tw a« arc of Irft aantna sc vnditatmJ t' at it 
* tl<C «>‘>;«a«ir «i1 li^l t. and «i«f « ri»a Tl-cic 
^ctli «iit.<n<t arnitli, n.i ca>t anif.-n-i *r«t A tliirf 

*• t«^au>a •.•Mvnl.mi tiiaicv) ««• at m f.aT>«» 

'lam licit a iljir j m *cp |ir \ (um • •'nn lorj in rr 
U'nan tt h d.*m i\ llu-rr n n-> l-l* i • I'Jac'ut • rr'Cf 

•an r>tl.| TI^'T »• «■• C'« 

•»!> ttti tel. net « I’fi.Hal a*.»«« vir.tr’} • !•*..%»■« • ttl 
»*■-} „ n, .V ,UL •. I.y.a l> .n ^ iWi , 

a* ly»l l«< tiiw t-mirll,.. ^ t.. «i « it.rvt >l « 




rmiya. vti |vs*M«r ivlrfv t'atyi **c 

jnat.* ». p.»g, «ft,v»,.r t. r«. . 1 

t •..ta.m ttv-v «. *1.. I 

**■“ *» la' » .’• i ,y • tvn I ^ vl.-v’i »>• «t 

•■5 A,, ^ ^ 

♦»— .n/ «,♦. tas# ?t 
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and bad, right and wrong, up and down, thtc^nJ 
thin, each degree being related to the others- 
it is evident that relativity applies to everything m 
exbtence whether mental or physical, that a t ingt 
and all phases of things are related to each other and 
cannot exist of themselves. , 

In the motion picture relativity must be expre*^ 
through visual means, relating various lines, mot. «. 
movements and colon in various 1*****!'®^'^*'*.'' j 
the design or composition is complete. ® 
artist must understand the relations ^**^''|. **\ * 
movement, tones or colors to each ether as wr as 
the camera. The cleverer the application of ih^ 
elements the greater will be the design, T e C' • 
being a medium of motion is the only , 

dium that can present our thoughts as we think 
and preserve them permanently. The emem 
is limited only in his capacity for seeing thing 
Kcing them in proper relation to one . 

cinema artist can juggle mmd and matter, 
space. The past, present and future are ' 
with as he pleases. Being a mathematical m 
.ppl« ta ...rr pl..« ■>. 
uchniclllr >• •'>” >• 7!“ ' I 

omli... •J1 ..... w ..P'"" 'W' I,, 

■h. 1..... ph.«. B«.-. ■>' ""r 

j.ct it i, ob.wui lb,. ..... 

b. i« *. P"”"' ‘“''■"f XJj w 

ju,E tb« .wntub, 7b< am..... 

ilAcmrr Mb.. ...ia.k.". f"' ^ 

them io hi» irork. 
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I. Tlif Frljlmn rf I ifift to Oft* Anc’tWf. 

(») No Imf rin rifrt •lifn i« i» fontrjMfd 

or ittfiM] tn tfK<I>rr Imr or I on. r»n> 
ri'rt tir ivirr of cwnr, »frt«cil or 

diif"n»l «nt*t *w •• rrlrfcJ •I'h ll>r 
llm rrv'rni t1>»i ««n» Imr ** cJ-ir tifor •• •« 
t»i1*rr. ihr d.Trrroir drprniii'iy ool» 
our « irvjvnnl ot t)ir *M«|«<r>«t(il<rt t’nrr* 
A l••'Hlr<>nIst Iinr <«n Iv foiJr fir 

Jiiif'inil tl «r torn out rtn <>f »ur 
•Ikiul If vr iwrn iIm tKr 

I> ifir'iritil t<nr linivitrt <}iar lOil tf«r<urn 
It lurtKrr at tinxi'Tw-f II vr fu^n ft 

m'I fufilirr rt al.ijinil. »»ij 

ftilfl Uifironlkl I r.ins <).n it am tar van 
tli»t tlir o>o«»i»MT.i tl tKii ttmrt liM rr.»dr 
I t-aroplrt* unSr ••»ri !)■» I 'x I r«i^ ai • » 
(in «r <r< <1 It neat i >•>•<( w ■ imt imrj « it l.in 
• 1 all If mi «t o*Ktit .il'a I pi >1 a ( n 1 l< 
f'l iW linn, (v*-*! l^ia.riM'id o'Ttt.ftI md 

*17 I'm aif • ti»iW l'«n llirj l(»» 

li.if t*vn (iiaavjtj ittoujVi «i> 0»-^ (Wi 
tlm ••t (mWi n tin tv 

O' (MIV'T t)v*| ( 1,4 luv- r.tr in 

l.n* larfifii (■• tv<'« md t«-»Va r* 

tn't'i t.' H»,’{ 11 «i 111 ' ••ittiatd tW 

* ‘ •'nr In I* m « ta f a* • •*'• I t>l tin* 
(ir'im l).»t «« |.«.l (!• iln 

KJvia J' ♦ 1 (rim « ••I'tii |ff«r»'t 


CINEMATIC DESIGN 
opposite edge of the wheel, the circle seems 
obliterated and we see a straight line. This 
line, of course, can be observed either verti- 
cally, horizontally or diagonally like any 
other straight line. However, if the complete 
circle is viewed horizontally, vertically or 
diagonally, it always remains a circle. Thus, 
it is evident that every straight line is pJft 
of a circle, and if extended far enough, forms 
a circle by returning to itself. 

It is for this reason that Einstein says ipee 
has an end, that everything is contained 
within one gigantic sphere, being 
bounded and unbounded at the same time. 
This principle may be observed by throwing 
a stone in a still pool. The resulting circlesr 
though bounded by their own form, expinJ 
forever to the "edge.” Me claims that i 
we couM extend a light beam far enough Into 
space, beyond all the planets, unietrsrt. 
galaxies, etc., the hne would curve Jt I 
"end” and return to itself. Perhaps It • 
doubtful if this could ever be proven, but 
the theory allows of interesting conjectuj* 
and is conducive to creative ihinling- ^ * 
bases his conclusions on the theory that prm 
cipfes existing here on earth are the •t'”' 
everywhere in space. The principle gDvrrn 
ing a wheel or rubber ball is the same is »Wi 
governing she earth and all the pla"'** ** 
well as space iiwlf. 
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t. Tl'f Ket*t>>-xi of lJn« to Motif*. 

(■) 1 inrt •nJ notif* «rt rtwntutjr intfrirliuJ. 
A iTw-rtif it » tihfW line or I>1 "of 

linrt in mncrctr f««rfn •nJ »rr»f» 

A »!ifrl if«i! • •VfKfiprf trt 
liftft ^rt tHry trt r»t!i irfr.NJicil «-f di'frrrni 
lliinf* ll H 4>l'*>out lfi»! H fTvni'i (Tv>«r 
iWy fiom Iif»rt )>n(u*t ««n iTv»tr 

«iiW>ut fonrunj: l.fvc% A «»vKil •t>r« it 
moifi (in (iirm anr 1*»»r »Tt»r(J\rM c*f i(i r>«n 
fr>m» mJ c»n ditpr* <tt *»i.V 

triMnif i( It lui *v. rl-tiKd 
ft) "Pk «p<tJ ft $ l.nr « (SrtrrmnrJ It iti 
I'TTiifth anj i< vi!! at l| 

tW tW (ii.a.f »t *rMj iIk 

di**tv>»)i »l kH iIm **< •*.! A 

dtwt ItK ritutdS fnrvf e*f^ 

ovnrownt than a I >nfrt xm A rum** I n« 
♦vrp<iii il it> a 

•••»» A d-in tn.VT r»fvj 
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wise determines its speed. A thing moting 
about in a small circle moves filter thin if it 
were moving at the iime speed in a utge 
circle. However if an object in a large circle 
is made to move faster it can make one revo- 
lution about the circle in the same time t at 
a smaller one docs. 

Thus we can see that the vaft’oui entitia 
length, breadth, thickness; the elements a.r, 
earth, water, etc.; speed and weight, etc., ire 
alt related to one another and neither an 
exist without the ethers. 

(c) Lines can evolute from one to the 

order to form a complete cycle. This <» 
course is determined by the relation of nio»M 
,0 or. .no.t..r. Thu., cur... w.ll 

chcle. .ill Wlo. cl.cl». 1'°™“ * 

.ill folio, bori/onlal., .ttuc.l. ' 
vctticil. «oJ dlisonili .ill folio. 
ill in yiriou. imns.mtnli. In Mt 1 
j«t, .h.« .ill b. mm), cxcin of l‘"0 

designs progress. 

, Tb« Riliiioni B«.«n Motif. Tbtm.l."' 

(1) Jn.t 1. linn «« «I'“J ’“'Z.lf cm 

l.if.,.li.nI.<.<.n..no.hn, No-nm.l^J 

po.«o .ignibenn nn.J it » 

ru mm. effectin .»r of 

mocif. i. to enntmo. lb« rh.ibm f 
CO tb« other cithn b) il.mJ.mJ , 

lb. cm...- lo tbi. ..r .« mu’*'' 



RlXATIVrn' IN MOTION nCTURnS f 9 

to t!w rootift $nj frit* ««iiy to tKt tn^- 

fvw.iKtn. 

Stnr» motif* $rt *TmWt »tprf*tio|: 
t5.f>u;Vti it i* okI^M tl»»l • rvHif <in ct’o- 

*fy moff wf mrtoift^ A dff.otit » f- 

rtifirt'K^ CBn W (•t'liiord only hr cartful 
rrliiirif to fVfmJiof »«»d *v»rrrr«f>''R rrvMif*. 
j\t time* mof* than oor intftttEm mtf 
MT-fa-af^ to »f*i~S*«iaf fcWTSf a!. 

j»fj {Iv'if-'f ill! (•( «afi'M*l tJwnjf *»t Tilt rf'nt 
«lr» ttj «Jrf>rrta!t rtitirrfr u(%-*o tHt rf 

mil if* to r»»r »«»o«Krt ••> tht tff ria*^* •jfirmf 
uith rVtth*ni< a^^rro *)•!«-* rr*oairnoi cf*« 

1 rrlttir-f ♦fva'J* hrtufto Two »■» 

ma* W »*i<^ r at t>o** m'^ i*i: »« 

•*(rtntii»t Tt'o «*«« W *<ct»m 

|1 nn*f\ *t»»-r»* |v»vrtr-fr*f'*'» if tfrf 
ml jw'fni-a. «• »t*»t t ».rrri an 

uhtif. *• f* m-m *»v- f« «»t «'ir-ir»i m « a'> 
f*» fa-otr-f tW •* *>^ (an* tiov 1» 

tl.ilUfi uttanro'pW d »•’ l» li.fir 

at'fV ♦♦■**<>»»»• mivt- *t«f «aow »» •» 

A* foo'iot fr»m iMtf tr< t'.* 

• «4 *1.. «i o r« iA.-io «f «t »krf 

*»»»\{» tivit»v* • «*,«.«* •• 

tU« U .i.tmt. *T *r«» 

.U t-rm. *.! t. 

ima •* mA TN>» V.*» 
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counterpart In the ruing and falling tempos 
in music. 

(c) Size comparison between motifs. Empfiasis 
Can be obtained by relating motifs of differ* 
ent sizes to one another. This is a great aid 
in giving us a sense of cosmic unity. In still 
pictures size comparison « often expressed by 
relating a solitary human figure against a 
mountain, statue, pillar or similar man of 
gigantic size in order to give the realization 
of greatness and smallness. This same prin- 
ciple can be applied to motion picturrs hut 
the elements must be in motion rather than 
static. An excellent example of this Is the re- 
lating of various sized wheels to one mother. 
Diiferenc sizes can dissolve in eucee«Jw»i 
smsilrr wheels can be observed through largtr 
ones, two or more can move side by side or 
be shown in a split screen, large ones ran 
move in the foreground with smaller ones In 
the bjckgrounti, or rice vena. The varu* 
tions in size comparison ire endless. 

. The Relation of Lin« and Motifs to the Camera. 

Besides being related to one snothrr the 
lines and motifs are naturally related to iha 
camera because it happens to be our medium 
of expression. Thu* we have a iripf* rsfatiw* 
and each phase must harmoniVe svith 
others, 

(a) The camera on remiln stationary while * 
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motif is in motion or motifs can follow one 
another in and out of the screen in succession. 
An example of the former is a dock, pen- 
dulum. Examples of the latter are aquarium 
fishes swimming in and out of camera range, 
forming lines and patterns in the water with 
endless variations, a succession of dancing 
figures in various postures moving in and out 
of the screen, or marching feet attired in 
dilTercnt shoes or boots according to symbols 
they represent as they tramp past the lens. 

(b) The camera can move toward or away from 
a motif in any direction. This is effective in 
size comparison. Thus, a motif can be made 
to appear larger or smaller as desired. A 
smalt thing near the camera appears large. 
A large thing far away seems small. At the 
same time a thing near the camera moves 
faster thin if it were farther away so that 
emphasis must be chosen accordingly. 

(c) The Camera can more in any direction in 
order to reveal nioiifs. and can move either 
flower or faster than the motift as desired. 
In certain cases motifs may move in one 
direction while the camera moves in another 
giving a Knse of opposing lines. 

(d) The camera can move with a motif at it 
forms ■ tine or lines. 

(c) A motif can change in direction vhlle it it 
in motion or the camera can turn to^ye the 
«me effect. At timet both ^ 
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the camera can change directiom at cnee 
either toward or away from each other. The 
needs of the continuity will automatically 
determine these movements. 

(£) The point of view. The angle at which the 
camera sees a complete scene depends upon 
the aesthetic intention expressed. If we wim 
to convey peace and calm the subject may 
viewed horizontally. If we wish to aecet^ 
tuate dignity or idealism the subject 
viewed vertically. If we wish to stress viviJ- 
ness or force the scene may be viewed diagc* 
rally. If we wish to express graceful motion 
the subject or camera or both should move n 
curves. A circular composition ilwiy« 
mains circular regardless of the * 

which it is observed because of the fact t 
the circle is the complete line. It i* *> 
that only one line should predominate m « 
individual Kene regardless of the detai 
within it, and that is the line forrned by tj 
camera angle. It will be found that a 
ject usually loggots the “ .*.„j 

it should be observed to obtain the deti 
effect. The cinema artist, then, must rtg 
his eye and his camera as 
of circles, over, under and around h'S 
n order to discover the most eipressi w 


The subjective and objective viewpoint 
their count 
tong-shoe. 


their counterpart in the cIo«*up 
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The camera can reveai the varJouj aspects 
of images by means of time and motion and 
light and shade, which cause changes upon 
them, as well as by means of the camera 
angle. The constant relativity of motifs in 
motion, of the various attitudes and moods 
of these related motifs, implies analogy and 
expresses emotion clearer than words can ever 
do. The impressions may be momentary but 
lasting, where words would only '* beat about 
the bush.” 

Camera angles are not the result of dis- 
torted minds but an expression of the break- 
ing up of the old order of things with its 
iuperstitions and attendant ills for newer, 
broader and healthier viewpoints. There is 
no reason why things should not be viewed 
from “angles” as well as "straight.” In 
fact all viewpoints are essentially angles, but 
we have been so accustomed to regarding 
things from just one point of view that we 
come to BCLIE\^ shat it is the only one. 
The static exists in our minds and not in the 
subjects at hand. For example, why should 
not houses be built with roofs on the bottom 
and entrances on the top? Had we been used 
to teeing them in that manner all our lives 
we surely would have accepted it as the 
*' logical thing.” Not that wc should begin 
budding houKv ** upside dou’n,” for it would 
be neither practical nor convenient, but we 
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should create a form of synthetic thinking to 
prevent us from adhering to any fixed 
of view. In other words we must build our 
mental edifices at such angles as tend tc^ 
vard the truest and healthiest viewpoint., 
permitting no bricks to enter that o n 
conlributc to the teelftre anj unity of 
whole. We thould be ready to teir down ino 
rebuild our meotal abodei if nectttaryi i on 
any defecti be found in their ■ 

Tbut, all viewpointi are related to " 
and nonecanettbt without the "'I’";’™'"’'' 
we deal with tnentil or yhytical thinp. 

Relitivity, then, being to ettentially 
with all thing,, play, a tttmendout par. in ctn ^ 
By conwioutly applying it. .™ple 
worthy and cooitrocti.e theme, the c nemi 
cannot fail to tecore more effective retulti. 
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THE SCENARIOS 

T he following cinematic minuiures will serve to 
explain the type of subjects that are readily avail- 
able to the amateur cinema artist. They are essentially 
applied designs extremely simple in structure in order 
to be intelligible to beginnen as well as advanced 
amateurs. The scenarios of course are subject to 
varution. Tliey may be changed and made more 
lengthy or complicated as desired. They are merely 
suggestive, intended to spur the amateur on toward 
further creative expression and the ultimate produc- 
tion of full-length symphonies for the screen. Cul- 
ture always blossoms in small areas. By dcNOting his 
attention to short subjects the cinema artist will be 
able to cultivate artistic standards of his o»'n from 
which the course for future w'ork can be pursued. 

It will be found that it u the simple things, usually 
unob$en-ed by the average person, that possess the 
greatest cinematic chann. Genre studies, the un- 
conscious beauty of simple people and things at wrork 
or play, should be one of the goals of the amateur 
Cinema artist. Because of their spontaneous nature 
this type of study cannot be included in the following 
continuities which have been planned in advance. 
The true motion picture design nredi no definite 
*7 
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SYMPHONY NATURAL 
TbtCatt 


Animal 

Vegetable 

Mineral 

Scene t 

Exterior Lake CLOSE-UP {FADE IN) 

Of circular bandi tpreading further and further on 
surface of water (DISSOLVE) 

Scene a 

Exterior Vater CLOSE-UP 
Of whirlpool Spinning (D1SWL\T) 

Scene j 

Exterior Vater CLOSE-UP 
Whirlpool of ice — ice breaking ai pieces crush one 
another (DISSOLkT) 

Scene 4 

txierior Ocean CLOSE-UP 
Of «-aves breaking — apreading fin-Lke on sand — 
receding — breaking again (DISSOLVE) 

Scene j 

Interwr Tater CLOSE-UP 

Of fish circling upon itself (DISSOL\T) 




SYMPHONY NATURAL 
ThtOiti 
Animal 
Vegetable 
^lineral 

Scene t 

Lsterlor Lake CLOSE-UP (FADE IN) 
or circular bandi tpreading further and further on 
turface of water (DISSOLVE) 

Scene a 

Exterior Vater CLOSE-UP 
Of whirlpool ipinning (DISSOLVE) 

Scene j 

Exterior ^fater CLOSE-UP 
VhJrlpool of «ee — ke breaking at piecet cruih one 
another (DISSOLVX) 

Scene 4 

Exterior Ocean CLOSE-UP 
Of waxtx brcaVtng— tpteadtng fxtt-Uke on xxod — 
receding — breaking again (DISSOLVE) 

Scene j 

Interkar Vater CLOSE-UP 

Of fiih circling upon ifaelf (DlSSOL\T) 
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on perpetually and there b no ttlUng a* to where it may 
lead. All these thing* are .till in their infancy but they 
will no doubt become a reality of the future. 

It is obTious that all thing* *« essentially natural no 
matter how much they may be changed because all are 
composed of the lame element*. Thu*, we designate those 
as synthetic which man ha* harnessed for his own use. 
Synthesis must not be confused with the artificial. An 
artificial thing b a copy of winething existing in nature 
and is easily detected. Synthesis is the creation of new 
form* Of *ubstances from nature'* material*. It is nature s 
way of doing thing* speeded up by the influence of man. 
Just as the bee is an agent in carrying pollen from one 
flower to another » b man an agent in creating new 
thing* for hi* own use. ^ 

The following icenario trace* briefly man’s os* ol rte 
animal, vegetable and mineral kingdoms in producing food, 
clothing, shelter, aelenee, art, »port. etc., from aimpU to 
complex form*. Because of the vaitnes* of such • rub- 
j'ect it it evident that cveryahitig cannot be included, in* 
deed, such a uenario could go on forever keeping pace 
with human progress. Any of these scenes, though » 
motif in a aeries of impression*, may m itself suggest a 
ttirting point for developing a theme or trend of its 
Living in a lynihctie world the cinema irtiti will 
tbly find hil greateit source of eapresiion m synthetic 
tubject*. tubieets being further syntheured through the 
antheile medium of the camera. 

The conscioui use of advanced tynihesii in art has 
Kircely begun. The cinema, with motion as it* magic 
wand. It the only medium that can continue developing, 
white other fine art*, because of their liituteJ mcana of 
eapresiion, have reached their ultimate. 
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on perptniilly *nd there u no telling ** to where it miy 
lead. All these things are itill in their infancy but they 
will no doubt become a reality of the future. 

It is obTious that all things are essentially natural no 
matter how much they may be changed because a are 
composed of the same clentents. Thus, we designate those 
as synthetic which man has harnessed for his own use. 
Synthesis must not be confused with the artificial. An 
artificial thing is a copy of something eiiiting in nature 
and U easily detected. Synthesis is the creation of new 
forms or substances from nature's materiali. It it nature s 
way of doing things speeded op by the influence of man. 
Just as the bee is an agent in carrying pollen from one 
flower to another to is man an agent in creating new 


thingi for his own use. , . 

The following scenario traces briefly man’s use of^e 
animal, Tegetable and mineral kingdoms in producing food, 
clothing, shelter, science, art, sport, etc., from s^ple M 
complex forms. Because of the tastness of such a sub- 
ject it is etideat that ererything cannot be included. In- 
deed, such a scenario could go on forever keeping P*ee 
with human progress. Any of these scenes, though a 
motif in a scries of impressions, may ui it«lf suggest a 
starting point for developing a theme or trend of its 
Uvlog in a synthetic world the cinema artist will prob- 
ably find his greatest source of expression in synthetic 
subjects, subjects being further synthcsiied through the 
aesthetic medium of the camera. 

The conscious use of advanced lynthesis in art has 
scarcely begun. The cinema, with motion as its magic 
wand, is the only medium that can continue developing, 
while other fine arts, because of their limited means of 
expression, have reached ibeir ultimate. 
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on perpeniilljr »nd there U bo wUing « to where it tn»y 
leid. AU ihe« thing* »re lUll in their infancy but they 
w31 no doubt become * reiUty of the future. 

It U cbTbu* that all thinp ate enentiilly natural no 
matter how much they may be changed because all are 

c. ? of the lame element*. Thu*, we designate those 

c which man ha* himessed for his own use. 

■ - Aust not be confined with the artificial. An 

' \ is a copy of *omething existing in nature 
’ ’ Synthew* i* the creation of new 

from nature** materials. It is nature’* 
'lings speeded up by the influence of man. 

’ • -n agent in carrying pollen from one 

■S^is man an agent in creating new 

to trace* briefly man's use of the 
i • kingdom* in producing food. 

art. sport, etc., from simple to 
of the Tsstness of such a sub- 
/thing cannot be included. In- 
• go on fortter keeping pace 
, of these seenei, though a 
on*, may in itself suggest a 
a theme or trend of its own. 
the cinema artist will prob- 
of expression in synthetic 
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on perptruilly »nd there ii na teUins « 

Iwd. All th«e thinst »re ttUl in their infincy but they 

will no doubt become * rethtynf the future. 

It it obvious thit »U things ire ettentiiUy naturi no 
miner hoiv much they miy be chinged because a are 
composed of the same elements. Thus, we designate those 
« synthetic which man has harnessed for his own um. 
SynthesU must not be confused with the artificial. An 
artificial thing is a copy of something existing in nature 
and is easily detected. Synthesis is the creation of new 
forms or substances from nature's materials. It is nature s 
nay of dc^g things speeded up by the influence of man. 
Just u the bee is an agent in carrying pollen from one 
flower to another so is man an agent in creating new 
ihlagi for his own use. , 

The following scenario trices briefly man’s use of rte 
animal, vegetable and mineral kingdoms in producing food, 
elotlung. shelter, science, art, sport, etc., from s^ple » 
eomplnt forms. Because of the vastnesi of such a sub- 
ject it is evident that everything cannot be included. In- 
deed, such a scenario could go on forever keeping pace 
with human progress. Any of these scenes, though a 
motif in a series of impressions, may in itself suggest a 
stifting point for developing a theme or trend of its 
Living in a synthetic world the cinema artist will ^b- 
ably find lus greatest source of expression in synthetic 
subjects, subjects being further synthesized through the 
aesthetic medium of the camera. 

The conscious lue of advanced synthesis in art has 
scarcely begun. The ctnema, with motion as its magic 
wand, is the only meihum that can continue developing, 
while other fine arts, because of their Lmited means of 
eipression, have reached shot ultimate. 




SYMPHONY SYNTHETIC 
The Cast 
Man 

Food Science 

Clothing Art 

Shelter Sport 

Scene i 

Exterior CLOSE-UP (FADE IN) 

Of flowing water (DISSOLVE) 

Scene x 

Exterior CLOSE-UP 

Of fisherman’s hands alternately pulling on cord of 
fish net (DISSOLVE) 

Scene 3 

Exterior "Water CLOSE-UP 

Of fish net being hauled out of water — swings in air 
loaded with fish — then is dropped on ground 
spreads open revealing fish rapidly flapping about 

(DISSOLVE) 

Scene 4 

Exterior CLOSE-UP 
Of flowing water (FADE OUT) 
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Scene j 

Exreriof Farm CLOSE-UP (FADE IN) 

Of plowshare cutting rut in soil at camera foHowi 
(DISSOLVE) 


Scene 6 

Exterior Farm CLOSE-UP 
0/ human hand rhythmi'caily sprinkling *e«I» w 
furrow — camera follows hand at it drops j«di 
(DISSOLVE) 


Scene 7 

Exterior Farm CLOSE-UP 
VTater falling from spout of iwtying •'ster/ng-M'’ 
— camera follows as it waters (DISSOLVE) 

Scene 8 

Exterior Farm CLOSE-UP 
Of hoc at it rhythmicallx pollt up ground (DIS- 
SOLVE) 

Scene j» 

Exterior Farm CLOSE-UP 

Of rake as it rhyihmictUy imoothf lurface of grou'" 
(DISSOLVE) 


Scene 10 

Esieriof Farm CLO^r^VP ^ 

'Of hands alternately pulling up carrots or eimA.*' 
underground eegetatU at Camera motes slrfV 
backward (DISSOLVE) 
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Scene xi 

Exterior Farm CLOSE-UP 

0{ hands rhythmically breaking com from stalks as 
camera moves backward (DISSOLVE) 

Scene la 

Exterior Farm CLOSE-UP 

Of hands alternately plucking berries from bush 
(DISSOLVE) 

Scene t} 

Exterior Farm CLOSE-UP 

Of hands alternately picking apples (oranges, peaches, 
etc.) from tree — branch swaying up and down 
as hands pick fruit (DISSOLVE) 

Scene 14 

Exterior Farm CLOSE-UP 

Of hand rhythmically twuting squash or melon from 
its stem — portion of another squash or melon 
twisting in alternate rhythm (DISSOLVE) 

Scene ly 

Exterior Farm 'CLOSE-UP 

Of hands alternately pumping milk from cow 

(DISSOLVE) 

Scene 16 

Exterior Farm CLOSE-UP 

Of hands alternately plucking bunches of wheat as 
camera follows left, right and backward, etc. 
(DISSOLVE) 
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Scene 17 

o/htd cutting wheat « 

camera follows (DISSOLVE) 

Scene ti 

Exterior Farm CLOS^DP wheat « 

Blade, of harvester ^achme rapidly cutting 
camera follow, (DISSOLVE) 

Scene 19 

Exterior CLOSE-UP _ with heavy clu**"" 

Of hand rhythmically pounding 

camera follows slowly down .he^ck 
beater pounding com grams on rocH 
(DISSOLVE) 

Scene ao 

Exterior CLOSE-UP 
Of windmdl arms as they 
(DISSOLVE) 

' Scene ai 

Exterior CLOSE-UP . . /nlSSOLVF) 

Of center axis of windmill a, It ipmi 
Scene aa 

Exterior CLOSE-UP . j (plSSOLVf) 

Of portion of water wheel revolving 

Scene a) 

Interior Ki.cM» i„ lr>.l 

SOLVE) 
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Scene 24 

Interior Kitchen CLOSE-UP 
Of bhdn of egg beater rapidly churning cream in 
bowl (DISSOLVE) 

Scene 1 $ 

Interior Kitchen CLOSE-UP 

Of porridge or other liquid bubbling in saucepan 

(DISSOLVE) 


Scene 16 

Interior Kitchen CLOSE-UP 
Of hand scraping large carrot with knife — left hand 
turns it back and forth as right hand scrapes 
(DISSOLVE) 


Scene 27 

Ittterlor Kitchen CLOSE-UP 
Of hand with knife rapidly slicing cucumber (use 
half speed on camera to accelerate motion on 
screen) (DISSOLVE) 

Scene aS 

Interior Kitchen CLOSE-UP 

Of hand paring an apple (orange, potato, etc.) as 
left hand turns it round and round (DISSOLVE) 

Scene 29 

Exterior or Interbr CLOSE-UP 
Of mouth rhythmically bidng an apple as hand turns 
it round and round (DISSOLVE) 
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Scene 30 

Exterior or Interior CLOSE-UP 
Of mouth eating com on cob as hand turns it round 
and round (DISSOLVE) 

Scene jt 

Exterior or Interior CLOSE-UP 
Of hands breaking bread into pieces as they turn it 
round and round (DISSOLVE) 

Scene 3a 

Interior Dining Room CLOSE-UP 
Of hands with knife and fork rhythmicall)' cuiting 
meat, vegetables or other food on plate (DIS* 

SOLVE) 

Scene 33 

Interior Dining Room CLOSE-UP 
Of hand with spoon dipping thythmically into !«»' 
of soup or other liquid (DISSOLVE) 

Scer»e J4 

Exterior Streem CL 05 E-VP 
Of hands with Isrge jar rhyihmicalljr scooping wa'^r 
from flowing streans (DISSOLVE) 

Scene 33 

Exterior Well CLOSE-UP 

Of hxndt ilternjteljr pulling well rope (DIS* 

SOL\T) 

Scene j( 

Exterior WeU CLOSE-UP 

Of wheel turning a« rope p«Wi (PISSOLNE) 



SYMPHONY SYNTHETIC 


87 


Scene 37 

Exterior Pump CLOSE— UP 

Of hand] rhythmically working bar on water pump 
up and down (DISSOLVE) 

Scene 38 

Exterior Pump CLOSE-UP 

Of water jerking from mouth of pump (DIS- 
SOLVE) 

Scene 39 

Exterior Sink CLOSE-UP 

Of hand turning on faucet with short jerks (DIS- 
SOLVE) 

Scene 40 

Interior Sink CLOSE-UP 

Of water swirling in sink (DISSOLVE) 

Scene 41 

Exterior Stream CLOSE-UP 

Of mouth rhythmically drinking from cupped hands 
that scoop water from flowing stream (DIS- 
SOLVE) 

Scene 4a 

Exterior Stream CLOSE-UP 

Of mouth thythcnkally drinking from shell as hands 
obtain water from waterfall (DISSOLVE) 

Scene 43 

Exterior or Interior CLOSE-UP 

Of mouth drinking from bowl as drinker sits upright 
(DISSOLVE) 
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Scene 44 

Exterior or Interior CLOSE-UP 
Of mouth rhythmically drinking from china cup ai 
drinker sits upright (DISSOLVE) 


Scene 45 

Exterior or Interior CLOSE-UP 
Of mouth rhythmically drinking glasi 

drinker's hand is tilted slightly backwar ( 
SOLVE) 

Scene 46 

Exterior or Interior CLOSE-UP 
Of mouth rhythmically dtiolins b«t 

drinker', head i, ril.cd diasonrlly (DISSOI.^E) 

Scene 47 

Exterior or Interior CLOSE-UP 
Of mouth drinking from flask i 
(DISSOLVE) 

Scene 4 1 

Interior Crib CLOSE-UP „ # ^ 

Of baby’s mouth rapidly drinking 

as it lies honrontally in cnb (DIS-SOL\E) 


IS head liei hofironta! 


Scene 49 

Exterior CLOSE-UP 
Of flowing water (FADE OUT) 


Scene fo 


Exterior CLOSE-UP (EADE IN) 
Of hands rhythmically separating 


bunch ®f 
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(my long wet grass will represent flwM 
SOLVE) 

Scene 51 

Exterior CLOSE-UP 

Of hand with shears clipping ^pol f5Dtnv,jheg5_ 
(DISSOLVE) 

Scene $i 

Exterior Loom CLOSE-UP 

Of hands with shuttle weaving weft over warp 
threads with rhythmic motion (DISSOLVE) 

Scene 

Exterior or Interior CLOSE-UP 
Of hands rhythmically winding wool on stick with 
twisting motion (DISSOLVE) 

Scene 54 

Extetiot or Interior CLOSE-UP 
Of tips of knitting needles rapidly making stitches — 
hand appears alternately as it winds thread over 
needles (DISSOLVE) 

Scene yj 

Interioe CLOSE-UP 

Of hands rhythmically twisting threads on spinning 
wheel (DISSOLVE) 

Scene j6 

Interior CLOSE-UP 

Of foot pressing on treadle of spinning wheel 
(DISSOLVE) 
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?* 

Of hind rhythmically pushing sewn cloth — cloth 
rolling over edge of table (DISSOLVE) 

Scene £4 

Exterior CLOSE-UP 

Of flowing water (FADE OUT) 

Scene €s 

Exterior CLOSE-UP (FADE IN) 

Of logs floating downstream (DISSOLVE) 

Scene 66 

Interior Forest CLOSE-UP 

Of axe cutting rhythmically into trunk of tree 
(DISSOLVE) 

Scene 67 

Interior Forest CLOSE-UP 

Of hand pulling saw in and -out through log — 
camera moves horizontally past saw to reveal an- 
other hand pulling saw alternately on other side of 
log (DISSOLVE) 

Scene 68 

Interior Forest CLOSE-UP 

Of saw as it rhythmically cuts into wood — camera 
moves backward slowly revealing two lumbermen 
sawing log in alternate rhythm (DISSOLVE) 

Scene 6f 

Exterior or Interior CLOSE-UP 

Of hands rhythmically planing a beam of wood — 
shavings flying about (DISSOLVE) 



II CINfMATIC riMCiN 

70 

I'r Cl 0^1 'I’i' 

nf wilh cl*'**! iHylKminllr p-f'-"** 

ff ^ <pi^noi vd 

•» 

( I in . 

c'f h.TvU »••*/ .4«.Ji>»t'»tttm niff*** " 

• -^1 i!MV.<’IVIi 


H< 4 ■«• ' t 

j: tu>, f ,» < M'M’ C'l* 

I'.l H.^l» • «?» .<..*>• *'* 


Ir t 

< 't Uti-it '*> / 'f- 


I H'M 1 I' II'M'* '''' 


*,„f4 vt-< 


/♦ 


. |1A» <.»' 

• f-t 




/5 




SYMPHONY SYNTHETIC 93 

Scene 

Exterior Tent CLOSE-UP 

Of hands unrolling canvas — camera follows hands 
as they unroll canvas (DISSOLVE) 

Scene 77 

Exterior Tent CLOSE-UP 

Of hands alternately pulling on ropes (DISSOLVE) 
Scene 78 

Exterior Tent CLOSE-UP 

Of canvas jerking rhythmically as it is being pulled 
over the poles (DISSOLVE) 

Scene 79 

Exterior Tent CLOSE-UP 

Of hand with hammer knocking small post into 
ground (DISSOLVE) 

Scene 80 

Exterior Tent CLOSE-UP 

Of hand winding cord securely around small tent 
post (DISSOLVE) 

Scene 8x 

Exterior Tent MEDIUM-SHOT 
Camera makes one revolution about the tent reveal- 
ing it completed (FADE OUT) 

Scene Ba 

Interior CLOSE-UP (FADE IN) 

Of architect's hand with compass drawing circles on 
paper (DISSOLVE) 
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Scene 89 

Exterior CLOSE-UP 

Of surveyor’s h»nd adjusting level up and down with 
rhythmic motion (DISSOLVE) 

Scene 90 

Exterior Building Foundation MEDIUM-SHOT 
Of steam shovel whirling about — all parts moving 
— arms, wheels, ropes, etc. (DISSOLVE) 

Scene 91 

Interior Steam Shovel CLOSE-UP 
Of workman's hands moving brakes back and forth 
alternately (DISSOLVE) 

Scene 9a 

Exterior Steam Shovel CLOSE-UP 
Arm of steam shovel moving up and down rhythmi- 
cally as shovel is being raised and lowered — large 
wheel revolving (DISSOLVE) 

Scene 95 

Exterior Steam Shovel CLOSE-UP 
Of shovel being raised and lowered as it is suspended 
on cables — suddenly descends and gouges out dirt 
— teeth of shovel biting furiously (DISSOLVE) 

Scene 94 

Exterbr Steam Shovel CLOSE-UP 
Forepart of steam shovel — small wheel revolving as 
cables pull — steam pouring from spout (DIS- 
SOLVE) 
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Scene loi 
Exterior Building CLOSE-UP 

Of hinds liying bricks — camera moves horizontaUy 
as it reveals workmen's bands alternately **y‘*|8 
bricks and scraping away surplus mortar (D 
SOLVE) 

Scene to} 

Exterior Building CLOSE-UP 

Of workman's hand with spade smearing clay or 
sidewalk with circular motion (DISSOLVE) 

Scene 104 

Interior Building CLOSE-UP , , 

Of hand with brush applying paint to wall wit 
vertial motion (DISSOLVE) 

Scene 10$ 

Exterior Building CLOSE-UP 
Of workman’s feet walking with wheelbarrow as 
camera follows — wheel of barrow and feet on y 
are showing (DISSOLVE) 

Scene 106 

Exterior Road CLOSE-UP 

Of roller of steamroller flattening asphalt as camera 
follows (DISSOLVE) 

Scene 107 
Interior Building CLOSE-UP 
Of elevator cables revolving on sheave (DIS- 
SOLVE) 
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Scene 114 
Exterior Chimney CLOSE-UP 
Of flowing water (FADE OUT) 


Scene 115 

Exterior CLOSE-UP (FADE IN) 

Of bare feet rhythmically jtamping clay — came 
mover hofliontaUy revealing two 
wet clay with circular motion (DISSOL ) 

Scene 116 

Ejumt Pottci’l WImI close-up . 

Of h.nd. lEythmkilly moldfns day »" 
turntable of potter‘a wheel (DISSOLVE) 


Scene ity 

Exterior Potter’s Wheel— CLOSE-UP ^ 

Of bare foot rhythmicaUy pressing treadle of potter 
wheel (DISSOLVE) 


Scene iiS 

Exterior CLOSE-UP 

Of hands rhythmically rubbing two large stones to- 
gether (DISSOLVE) 


Scene 119 

Exterior CLOSE-UP 

Of fire Elling screen (DISSOLVE) 


Scene 120 

Exterior CLOSE-UP 

Of hands rhythmicaUy smoothing bowl with circu ar 
motion (DISSOLVE) 
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S«ne 114 
Exterior Chimney CLOSE-UP 
Of flowing witer (FADE OUT) 

Scene tt) 

Etitrior CLOSE-UP (FADE IN) 

Of hire feet rhythmicilly itamping clay came 
oiovo hotiMnuOy reveJins Jr”"'"® 

wet clay with circular motion (DISSO ) 

Scene 

Exterior Potter’* Wheel CLOSE-UP 
Of haitdt rhythmically molding clay on revolving 
turtviihle of potter’s wheel (DISSOLVE) 

Scene 117 

Exterior Potter’s Wheel— CLOSE-UP ^ 

Of bate foot rhythmically pressing treadle of potter s 
wheel (DISSOLVE) 

Scene ti8 

Exterior CLOSE-UP 

Of hands rhythmically rubbing two large stones to 
gether (DISSOLVE) 

Scene XI9 

Exterior CLOSE-UP 

Of fire filling screen (DISSOLVE) 

Scene lao 

Exterior CLOSE-UP 

Of hands rhythmicaUy smoothing bowl with circular 
motion (DISSOLVE) 
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Scen« lai 

Exterior CtOSE-UP 

Of hanJt ••ftvirtfj itnw bitkef if thei' 

turn It roumf ami roiiml (DISSOLVE) 

Scene tJi 

Exterior CLOSF-UP 

Of finxrri rbythmicjlly Ijr^ii {f»J» i>n 

ftrinif (DflSOLVE) 

Scene iij 

Exteri-ir CLOSE-UP 

Of hintlt cnun(inj{ out lei *)iflli while jnoilier hjn>t 
alternirel}' iJofet them out ol K#ne (DISSOLVI’J 

Stene ii^ 

fiteruir CLOSE UP 

Of bnifcrt (hytlimKelly c«untiii){ out pehhlei *fi'fe 
h^mf «lcernjiily «ti<lri then) out nf KiH 
(D/IUJLVEa 

St«n« *1) 

huf^^ cu^.r>vp 

Oi firtgtt* ifiytfimu^tlf/ Mf fotot we fc/ 
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Scene irj 

Exterior Sand CLOSE-UP . 

Of finger printing letters of ilphabet as camera fol- 
lows — abedefg (DISSOLVE) 

Scene laS 

Exterior Clay CLOSE-UP 

Of hand with stylus or stick printing letters on wet 
clay as camera follows — hijklmnop ( 
SOLVE) 

■ Scene ta9 

Exterior Blackboard CLOSE-UP 
Of hand with chalk printing letters of alphabet as 
camera follows — qrstuvw (DISSOLVE) 

Scene t)0 

latiriot CLOSE-UP 

Of hind w'nh brush piiniing Utgt lelren on 
or cird 1 . emrr. follow— ayu (DISSOLVE) 

Scene i)i 

Interior CLOSE-UP 

Of hind with pencil rapidly writing the alpha t 
across surface of paper as camera follows (DIS- 

SOLNT) 

Scene i)x 

Interior CLOSE-UP 

Of hand with pen rapidly writing alphabet 

surface of paper as camera follows (DISSOLN E) 
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Scene ij) 

Exterior Typewriter CL^E-UP 

Of fingert rhythnticaHy Mppinj type^ntrr Itfi 
(DISSOLVE) 

Scene t)4 

Exterwr Typewriter CLOSE-UP 

Of type npiJIy tipping out letteri i» n>lwr 
(DISSOLVE) 

Scene Mf 

r..>.r..r rrml.n* CIOSE-UP 

RoIIen of printing pr«« '»» 

Scene i)< 

Inier»»r CIOSE-UP icf'-H 

(DISSOLVE) 

SlfM I)/ 

CIOSF-UP 

Of finj.ri ..pJlf P'‘" * 

(Dl^'iOI.Vf.) 

Srene »)• 

ituri,/i itrnm CIOSI.-LP 

Of h,^ A, .11^ 

(from (DISSOLVE) 


Siene l)» 

f.iurj.< ClOSf'LP 

<DIV/AVE) 
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Scene 140 

loterior Jwelry Shop CLOSE-UP 
Of fiogen gently potnhing ring held between two 
fingen with cloth at they turn it this way and 
that (DISSOLVE) 

Scene 141 

Interior CLOSE-UP 

Of hand with ring on finger turning this way and 
that at though admiring diamond (DISSOLVE) 

Scene 14a 

Exterior or Interior CLOSE-UP 
Of artin’i hand with paint brush rhythmically daub- 
ing paint on canvas (DISSOLVE) 

Scene 143 

Interior CLOSE-UP 

Of aculptor't hand holding chisel while he rhythmi- 
cally knocki head of chisel with hammer — chips 
of marble falling (DISSOLVE) 

Scene 144 

Exterior CLOSE-UP 

Of fingers rhythmically pushing down tobacco in 
pipe — camera follows long pipestem to reveal 
mouth rhythmically puffing smoke (DISSOLVE) 

Scene 143 

Exterior Locomotive CLOSE-UP 
Of steam or thick smoke puffing from spout (DIS- 
SOLVE) 
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Scene 152 

Exterior Machinery CLOSE-UP 

Of lever balancing up and down (DISSOLVE) 

Scene <5) 

Interior Grocery Store CLOSE-UP 

Portion of groccrY scale balancing up and down by 
means of weight — camera follows hoKzontally 
along scale to reveal tray balancing up and down as 
it gains equilibrium — portion of scoop rhythmi* 
cally shaking out grain into tray (DISSOLVE) 

Scene 

Eateriar Scale CLOSE-UP 

Of dial hand tumping rhythmically as scale gains 
equilibrium (DISSOLVE) 

Scene 1 j j 

Interior CLOSE-UP 

Of fingen rhythmically tapping out message on tele- 
graph key (DISSOLVE) 

Scene ijfi 

Interior CLOSE-UP 

Of Angers rhythmically tapping lever on telephone at 
though impatmt foe number (DISSOLVE) 

Scene ijy 

ExterVar Radio CLOSE-UP 

Of hngen i« triing radio dial back and forth (DIS- 
SOLVE) ^ 
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Scene 152 

Exterior Machinery CLOSE-UP 

Of lever balancing up and down (DISSOLVE) 

Scene ij3 

Interior Grocery Score CLOSE-UP 

Portion of grocer's scale balancing up and down by 
means of weight — camera follows horizontally 
along scale to reveal tray balancing up and down as 
it gains equitibtium — portion of scoop rhythmi- 
cally shaking out grain into tray (DISSOLVE) 

Scene 154 

Exterior Scale CLOSE-UP 

Of dial hand jumping rhythmically as scale gains 
equilibrium (DISSOLVE) 

Scene 153 

Interior CLOSE-UP 

Of fingers rhythmically tapping out message on tele- 
graph key (DISSOLVE) 

Scene ij6 

Interior CLOSE-UP 

Of fingers rhythmically tapping lever on telephone as 
though impatient for number (DISSOLVE) 

Scene 157 

Exterior Radio CLOSE-UP 

Of fingers twirling radio dial back and forth (DIS- 
SOLVE) ^ 
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Scene 1^4 

Exterior Projector CLOSE-UP 
Of projector reel spinning ai it automatically winds 
film (DISSOLVE) 

Scene 16 $ 

Exterior CLOSE-UP 
Of flosnng water (FADE OUT) 

Scene ^66 

Exterior Stream CLOSE-UP (FADE IN) 

Tip of fishing rod as it sways over flowing stream — 
camera follows rod to reveal fisherman’s hand 
rapidly winding reel (DISSOLVE) 

Scene 167 

Exterior Ice CLOSE-UP 

Of foot on ice skate circling round and round — then 
moving backwards forming S-curves as camera 
follows — then turning and gliding horizontally 
as camera follows (DISSOLVE) 

Scene z68 

Exterior Sled CLOSE-UP 

Of portion of runner of sled gliding swiftly over 
snow or ice as camera follows (DISSOLVE) 

Scene 1S9 

Exterior Tennis Court CLOSE-UP 
Of hand with tennis racket balancing it back and 
forth with rhythmic motion as though trying out 
various strokes (DISSOLVE) 


io6 


cinematic design 

Scene xj8 

Interior Laboratory ^^jLiciUy turning ' 

Of sc«nt;.t'. f«„, (DISSOLVE) 

microscope as nc ao, 


Scene IJ9 

,„.„io,Ut.or.«.rr tt“E-Wy pouring «*" 

Of ,c;.n.ri. . hand („,.h (,„m on" 

(d-ssoeve, 


Scene 

(DISSOLVE) 

Scene 

OrSE^i!S:r.-ing-.ngrh,.h™c.>'l 

SOLVE) 


Scene |6* 

d-f'-i’L.ur" .h,.hn.-"''r 

Of hind, wnh “I* , (DISSOLVE) 

cloth or other materui 


Scene 

n^ CLOSF'-^ j.;.., 

turning Cfjna 
ral«;gOLVF.) 
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Scene 164 

Exterior Projector CLOSE-UP 
Of projector reel spinning as it automatically winds 
film (DISSOLVE) 

Scene i6f 

Exterior CLOSE-UP 
Of flowing water (FADE OUT) 

Scene t66 

Exterior Stream CLOSE-UP (FADE IN) 

Tip of fishing rod as it sways over flowing stream — 
camera follows rod to reveal fisherman’s hand 
rapidly winding reel (DISSOLVE) 

Scene t^y 

Exterior Ice CLOSE-UP 

Of foot on ice skate circling round and round — then 
moving backwards forming S-curves as camera 
follows — then turning and gliding horizontally 
as camera follows (DISSOLVE) 

Scene i6i 

Exterior Sled CLOSE-UP 

Of portion of runner of sled gliding swiftly over 
snow or ice as camera follows (DISSOLVE) 

Scene 

Exterior Tennis Court CLOSE-UP 
Of hand with tennis racket balancing it back and 
forth with rhythmic motion as though trying out 
various strokes (DISSOLVE) 
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Sceae 177 

Exterior CLOSE-UP 

Of feet on pogo-stick bouncing rhythmically up and 
down (DISSOLVE) 

Scene lyj 

Exterior CLOSE-UP 

Of fingers springing arrow on string of bow (DIS- 
SOLVE) 

Scene 179 

Exterior CLOSE-UP 

Of feet of swimmer bouncing rhythmically on edge 
of diving board (DISSOLVE) 

Scene 180 

Exterior Water CLOSE-UP 

Shooting down on swimmer swimming rhythmically 
as camera follows (DISSOLVE) 

Scene 181 

Exterior Xlfater CLOSE-UP 

Of rear of motor boat swirling through water as 
camera follows — hand on lever of outboard motor 
rhythmically moving it back and forth — boat 
moving round and round in long graceful curves 

(DISSOLVE) 

Scene 18a 

Exterior CLOSE-UP 

Of flowing water (FADE OUT SLOWLY) 


THE END 
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A FERRY TALE 
ThcCatt 
Misi Ffrrjr 
The Pilot 
Pissengen 
Automobile 

Scene t 

Interior Ferry House CLOSt-UP 

Of passengers* feet rushing past camera (DIS* 
SOLVE) 

Scene a 

Exterior Ferry House MEDIUM-SHOT 

Shooting down on tops of three lines of automobile 
as they move under camera — third line of cars 
partially separated from the other two (DIS- 
SOLVE) 

Scene 3 

Exterior Ferry CLOSE-UP 

Of ferry gate being closed — camera follows hori- 
zontally as gate spreads from one side of boat to 
the other (DISSOLVE) 

Exterior l>ock CLOSE-UP 

Of succenlon of dock posts as ferry glides out 
(DlSSOL\T) 
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A FERRY TALE 
TheCasI 
Miss Ferry 
The Pilot 
Pissengers 
Autocnobilei 

Scene i 

Interior Ferry House CLOSE-UP 

Of passengers* feet rushing past earner* (DIS* 
SOLVE) 

Scene 2 

Exterior Ferry House MEDIUM-SHOT 

Shooting down on tops of three lines of automobiles 
as they move under camera — third line of can 
partially Kparated from the other two (DIS* 
SOL^T:) 

Scene y 

Exterior Ferry CLOSE-UP 

Of ferry gate being closed — camera follows hori- 
zontally as gate spreads frmn one side of boat to 
the other (DISSOLVE) 

Scene 4 

Exterior Dock CLOSE-UP 

Of succession of dock posts at ferry >”* 
(DISSOLVE) 
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A FERRY TALE 
TbcCdit 
Miss Ferry 
The Pilot 
Pissengers 
Automobiles 

Scene i 

Interior Ferry House CLOSE-UP 
Of psssensers' feet rushing past camera (DIS- 
SOLVE) 

Scene a 

Exterior Ferry House MEDIUM-SHOT 
Shooting down on tops of three lines of automobiles 
as they move under camera — third line of can 
partially separated from the other two (DIS- 
SOLVE) 

Scene ) 

Exterior Ferry CLOSE-UP 

Of ferry gate being closed — camera follows hori- 
aontally as gate spreads from one side of boat to 
the other (DISSOLVE) 

Scene 4 

Exterior Dock CLOSE-UP 

Of succession of dock posts ai ferry glides out 
(DISSOLNT) 
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Scene ti 

Exterior Ferry MEDIUM-SHOT 
Showing stream of titrbulent water in wake of ferry 
(DISSOLVE) 

Interior Pilot’s Cabin CLOSE-UP 
Of pilot’s hand rhythmically turning guide wheel 
back and forth as he guides ferry (DISSOLVE) 

Scene 13 

Exterior Ferry CLOSE-UP 
Of paddle wheel churning waur into foam (DIS- 
SOLVE) 


Scene 14 

Exterior Ferry CLOSE-UP 
Portion of engine pump that swings down — out— 
and up rhythmically — camera moves back slowly 
revealing full engine pump as it gains momentum 
(DISSOLVE) 

Interior Engine Room CLOSE-UP 
Of giant piston rods moving rhythmically up and 
down shaft (DISSOLVE) 

Scene x<i 

Exterior Ferry CLOSE-UP 
Tips of smokestacks pouring forth fr>TC- 

SOLVE) 
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Showing two ferry boats passing each other in mid- 
stream (IRIS OUT) 

Scene 24 

Exterior Ferry CLOSE-UP (IRIS IN) 

Of sea gulls soaring overhead — camera moves round 
very slowly as it follows gulls in flight (DIS- 
SOLVE) 

Scene 25 

Interior Pilot's Cabin CLOSE-UP 

Of pilot's hand rhythmically turning guide wheel 
back and forth as he guides ferry (DISSOLVE) 

Scene 

Exterior Ferry CLOSE-UP 

Of paddle wheel churning water into foam (DIS- 
SOLVE) 

Scene ay 

Exterior Ferry CLOSE-UP 

Of ponlon of engine pump that swings down — out 
— and up rhythmically (DISSOLVE) 

Scene aS 

Interior Engine Room CLOSE-UP 

Of giant piston rods moving rhythmically up and 
down shaft (DlSSOL\T) 

Scene 29 

Exterior Ferry CLOSE-UP 

1 "'ps of smokestacks pouring forth smoke (DIS- 

SOL\T) 
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Scene 3^ 

Exterior Dock CLOSE-UP 

Of succession of dock posts as ferry glides into slip 
(DISSOLVE) 

Scene 57 

Interior Dock CLOSE-UP 

Of water swishing furiously as ferry glides into slip 
(DISSOLVE) 

Scene 38 

Interior Ferry House CLOSE-UP 

Of hawser revolving on wheel as it pulls ferry into 
dock (DISSOLVE) 

Scene 39 

Exterior Ferry CLOSE-UP 

Of ferry gate being opened — camera follows gate 
as it collapses from one side of ferry to the other 
(DISSOLVE) 

Scene 40 

Exterior MEDIUM-SHOT 

Shooting down on tops of lines of automobiles as they 
move under camera (DISSOLVE) 

Scene 41 

Interior Ferry House CLOSE-UP 

Of passengen' feet rushing past camera (FADE 
OUT SLOVLY) 


THE END 
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Scene 

Exterior Dock CLOSE-UP 

Of succession of dock posts as ferry glides into slip 
(DISSOLVE) 

Scene 37 

Interior Dock CLOSE-UP 

Of water swishing furiously at ferry glides into slip 
(DISSOLVE) 

Scene 38 

Interior Ferry House CLOSE-UP 
Of hawser revolving on wheel as it pulls ferry into 
dock (DISSOLVE) 

Scene 59 

Exterior Ferry CLOSE-UP 

Of ferry gate being opened— camera follows gate 
as it collapses from one side of ferry to the other 

(DISSOLVE) 

Scene ifo 

Exterior MEDIUM-SHOT 

Shooting down on tops of lines of automobiles as they 
move under camera (DISSOLVE) 

Scene 41 

Interior Ferry House CLOSE-UP 
Of passengen' feet rushing past camera (FADE 
OUT SLOVTY) 


THE END 
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MUSICAL SHOES 

ThtC^il 

Jan Cobbler 

One pair workman'i clogs 
One pair ladies* pumps 
One pair children's shoes 

Scene i 

Exterior Shoemaker's Shop (FADE IN) CLOSE- 
UP 

0/ boot'shaped sign swaying in the wind (DIS* 
SOLVE) 

Scene a 

Interior Shoemaker’s Shop CLOSE-UP 

Of clock pendulum swinging rhythmically (DIS- 
SOLVE) 

Scene j 

Interior Shoemakers Shop CLOSE-UP 

Of cobbler's hind eximining heary pair of shoes — 
he marks large crones on soles and heels with piece 
of chalk as he turns them back and forth (DIS- 
SOLVE) 

Scene 4 

Interior Shoemaker's Shop CLOSE-UP 

Of cobbler's hinds examining pair of ladies' pumps 
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of sewing machine — sole almost completely 
stitched (DISSOLVE) 

Scene ii 

Interior Shoemaker’s Shop CLOSE-UP 
Of clock pendulum sannging rhythmically (DIS- 
SOLVE) 

Scene 12 

Interior Shoemaker’s Shop CLOSE-UP 
Of cobbler’s hands rhythmically hammering nails 
into heel of workman’s shoe (DISSOLVE) 

Scene 13 

Interior Shoemaker’s Shop CLOSE-UP 
Of cobbler’s hands rhythmically hammering nails 
into heel of lady’s pump— half of it already nailed 
(DISSOLVE) 

Scene 14 

Interior Shoemaker’s Shop CLOSE-UP 
Of cobbler’s hands rhythmically hammering nails 
into heel of child’s shoe — heel almost completely 
nailed (DISSOLVE) 

Scene 13 

Interior Shoemaker’s Shop CLOSE-UP 
Of clock pendulum swinging rhythmically (DIS- 
SOLVE) 

Scene 16 

Interior Shoemaker’s Shop CLOSE-UP 
Of cobbler’s hand pulling electric switch (DIS- 
SOLVE) 
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Scene 24 

Interior Shoemaker’s Shop CLOSE-UP 

Of child’s feet on pedesuls as cobbler’s hands gently 
polish shoes with clod\ (DISSOLVE) 

Scene if 

Exterior Street CLOSE-XJP 

Of workman’s feet walking with heavy tread toward 
camera as camera trucks back (DISSOLVE) 

Scene 26 

Exterior Street CLOSE-UP 

Of lady’s feet treading daintily as camera follows 
horizontally (DISSOLVE) 

Scene 27 

Exterior Street CLOSE-UP 

Of child's feet skipping joyfully round a curb as 
eaniera follows behind them (DISSOLVE) 

Scene a8 

Interior Shoemaker’s Shop CLOSE-UP 

Of clock pendulum swinging rhythmically — camera 
trucks back slowly revealing Jan Cobbler at his 
work bench whistling as he rhythmically hammers 
nail into heel of shoe — he alternates with rhythmic 
swing of pendulum in background as he pounds 
nail (DISSOLVE) into multiple exposures> 
superimposed over cobbler who fades into half- 
tone as they become more definlce, that repeat and 
blend previous snotifs in continuous kaleidoscopic 
patterns, mounting to a crescendo and then sub- 
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siding, gradually fading and leaving only Jin 
Cobbler whose image Increases in itrtngih as he 
continues to pound nad (DISSOLVE) 

Scene 19 

Exterior Shoemaker’s Shop CLOSE-UP 
Of boot-shaped sign swaying in the wind (FADE 
OUT SLOWLY) 

THE END 
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AFTERNOON OF A CANOE 
The Cast 

One Lake or River 
One Canoe 
One Canoeist 
One Double Oar 
One Portable Phonograph 

Scene I 

Exterior Lake (FADE IN SLOWLY) CLOSE- 
UP 

Of rippling water blown by wind towards back* 
ground (DISSOLVE) 

Scene a 

Exterior Canoe CLOSE-UP 

Prow of canoe as it glides gracefully over water — 
camera follows as It curves first to the right, then 
to the left, then again to the right, forming an 
S-curve (DISSOLVE) 

Scene 3 

Exterior Canoe CLOSE-UP 

Of canoeist's hands clenched on bar of double oar as 
he paddles rhythmically (DISSOL\'E) 
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Scene 4 

Esterior Canoe CLOSE-UP 
Of paddle blade forming half circles in air as tbe <ui 
rises and falls (DISSOLVE) 

Scene f 

Exterior Canoe CLOSE-UP 
Of paddle blade completing the circles as it ihjrthmi* 
cally plies the water (DISSOLVE) 

Scene 6 

Exteriof Cattoe CLOSE-UP 

Prow of canoe gliding irertically over witrr — wntf 

chaotic — cofl/licting currtnti (DISSOLVE) 

Scene 7 

Exterior Canoe CLOSE-UP 
Of canoeist's hands rolling oar wnh incrnttJ vigor 
(DISSOLVE) 

Scene I 

Exterior Canoe CLOSE-UP 
Of paddle blade forming half circles in lir as the ojf 
rhty and fallr (DJSSOL VE) 

Serne p 

Exterior Canoe ClOSfi-UP 
Of paddle blade completing the circles as it 
Call/ pl-e» the water (DISSOLVE) 

Scene to 

Fxterlloe Canoe CWKE-I/P 

Prr^ of c\rvM movi/ir dlarmaU/ or«t •aM*'”" '* 


AFTERNOON OF A CANOE J)} 
under and o'rer 'wa’rn -whkK get KIgher every mo- 
ment (DISSOLVE) 

Scene II 

Ettetioc Canoe CLOSEf-UP 
Q( canoelst’t hands rolling the oar with all his 
ttrength (DISSOLVE) 

Scene la 

Exterior Canoe CLOSE-UP 
Of paddle blade flashing in mid-air ai the oar rue* 
and falls (DISSOLVE) 

Scene t) 

Extetlw Canoe CLOSE-UP 
Of paddle blade rapidly Upjnng the water as canoe 
rolU under and over wavea (DlS$OL\^) 

Scene 14 

Eaterior Canoe MEOIUht-SUOT 
Of canoeht thoroughly enfoying himaclf aa he 
*'taVn'* the rollen — oan forming complete 
circln at he paddle* furiously through roller* — 
canoe riding gracefully under and over wave* 
(DISSOLVE) 

Scene »j 

Ettetlae Canoe CLOSE-UP 

Pro* of canoe t* n taVn the Toiler* — roller* gradu- 
ally tubtidvBg — ppoei canoe »leiv|y turning to 
horiiontal poiutVm at « gUn into more placid 
water — camera following a* it morn horirontally 
— canoe (xxVing fraect vie to tide as it comet to 

mt (DISSOLM:) 
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Scene t6 

=Esir-;-=-"" 

::"d whirl. (DISSOLVE, 

Scene 17 

g,ntly (DISSOLVE) 

Scene |8 

E.,„lor i^j^lrchra .cr.^, c.n..-o"«- 

Scene if 

Ellcrlo' Cj"‘W ,^,i„ i<>k> 1. rer* 

0[ 1.11 I*!"* (,„l .„J ,„r.h .. wind c.lrl^ " 

(Dl'^VI, 

Scene lo 

“'I'S (EADE OWIIOTLY, 
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will have to be used. This is a square box that attaches 
to the front of the camna and corresponds with the in- 
dividual frame of the film. This allows of photographing 
but one section of the frame at a time, the film being 
rewound to the same turtiag point for each exposure, 
and the portions of the mask shifted to allow of exposing 
the other parts of the film. Thus, two, three, four or 
more motifs can be shown at once, the movements of each 
correlating with the others. About ten feet of film should 
be sufficient for each split screen. These ten-foot lengths 
are now being made in daylight cartons so that the amateur 
will have very little difficulty in making split screens. 
Since most amateur cameras do not possess a rewind feature 
it will be necessary to rewind the film a, ), or 4 times as 
designated. The ten-foot spools are more easily rewound 
than a full spool of too feet. Ordinarily great care must 
be exercised in timiog motifa to one another to obtain 
correlated rhythm but the motifs used in the following 
outline are of such a nature that the rhythm of each will 
automatically correlate without the necessity of timing 
the Individual motiona. By fading in at the beginning of 
each exposure and fading out at the end, the different 
split screens can be double printed over one another to 
create the dissolve effect. Care must be taken that the 
fades all begin and end at the tame points. This can be 
done by estimating in advance the length of the fades, 
the footage meter determining the exact points of starting 
and stopping. Sy using the (cn-foor spools each split screen 
section can be kept separate from the others, thus avoiding 
the confusion that might arise if all are exposed upon a 
single hundred-foot spool. If no fades are used the ten-foot 
spools can be run tight off without the necessity of watch- 
ing the meter. 



CLOCK FANTASY 
The Cast 
Sun-Dial 

Grandfather Cloch 
Alarm Clock 
Watch 
Machinery 

Scene i 

Interior (IRIS IN SLOWLY) CLOSE-UP 
Of globe of the world revolving on its axu (DIS- 
SOLVE) 

Scene i 

Exterior Sun-Dial CLOSE-UP 
Shooting down on dial — shadow of hand making 
one revolution about dial (use stop motion, re- 
volve camera over dial to give illiuion of moving 
shadow, or use artificiat lighting to take the place 
of the sun) (DISSOLVE) 

Scene 3 

Exterior Dial Grandfather’s Clock CLOSE-UP 
Of hngen rapidly turning small crank on dial face as 
they wind clock (DISSOLVE) 

Scene 4 

Exterior Alarm Clock CLOSE-UP 

Of fingers winding key rhythmically while the left 
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hand (not «tmW) turn* tlif clock hack and forth 
aUernateV (DISSOLVE) 

Scene f 

Exterior VTatch CLOSE-UP 
Of finjen winding witch — Corefingrr and thurah 
of right hand rhjihmicaPf winding liwh ai kft 
hand turns watch back and forth jJffmstrl/ 
(DISSOL\'E) 

Scene 6 

Intenof Ch«ck CLOSE-UP 

Of full machinery m mottoft (DISSOLVE) 

Scene 7 

Interior Otvk CIOSE-UP 
Of hiirjyrmg wheel tKking rhythmic*ny (DIS- 
SOLVE) 

Scene I 

Interior Clock CLOSF-UP 

Of cog wheeli in nvicion — imh of wheels tnfert<l- 
ing St they re^olsc in opposite dirrctinns M one 
another (DISSOLVT) 

Scene y 

Intee-^ CIkI CLOSE-LT 

Poetaxi tjf faeje wheel eceidsinj |J-iwly (D/5- 

!50L\r.f 

Sce^ #» 

farerr.rD^I CiOSE-UP 

P-.et>«s of dil — Iirperrinw kn^l st-wlf 

fr.« »a J. (DISSOtST) 
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Scene xi 

Exterior Dial CLOSE-UP 

Portion of dial — small hour hand moving very 
slowly from 6 to 9. (DISSOLVE) 

‘ Scene ix 

Exterior Dial CLOSE-UP 

Full view of dial — hands revolving slowly — minute 
hand makes one comptete revolution from 12 to 12 
while the hour hand moves the space of one number 
(DISSOLVE) 

Scene 15 

Exterior Dial CLOSE-UP 

Of second hand making one complete revolution 
around its dial (use half>speed or less on camera in 
order to accelerate motion) (DISSOLVE) 

Scene 14 

Exterior Clock CLOSE-UP 
Of clock pendulum swinging rhythmically (DIS- 
SOLVE) 

Scene ly 

Exterior Alarm Clock CLOSE-UP 
Of hammer whirring on bell (DISSOLVE) 

Scene 16 

Exterior Cuckoo Clock CLOSE-UP 
Of cuckoo compartment — two birds jumping in 
and out alternately (DISSOLVE) 
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(b) Minute band moring in an arc from 12 to 3 

(c) Hour hand moving in an arc from 6 to 9 

(d) The second hand revolving about its dial 

(DISSOLVE) 

Split Screen — Three Parts CLOSE-UPS 
Combination Motifs: — 

(a) Clock Machinery in motion 

(b) Hands moving slowly about the dial 

(c) Pendulum swinging in lower half 

(DISSOLVE) 

Scene 23 

Split Sctctn — Thtte Pitts CLOSE-UPS 
^mbinition Motifs: — 

(a) Hairspring wheel ticking rhythmically 

(b) Cog wheels interlocking 

(c) Pendulum swinging in lower half 

(DISSOLVE) 

Scene 24 

Split Screen — Three Parts CLOSE-UPS 
Combination Motifs: — 

(a) Cuckoos jumping in and out alternately 

(b) Alarm bell whirring 

(c) Pendulum swinging in lower half 

(DISSOLVE) 

Scene ij 

Exterior Oocks CLOSE-UP 

Of two clock pcndnlums swinging in alternate 
rhythm (DISSOLVE) 
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SYMrnoNY MraJANiQUi: 

Thf dit 
^*inj tnttrumrfltt 

Stfinfrd lAtttvmrnlt 

t'rfrttRKRi Intwvmrnit 
Scrftf I 

r-itffiDf Dnjm (FAm: IS* SLoxri.Y) CLOsr- 

ur 

0/ hind ihfilirnicillf Jrvm it*<k on lurfice 

of fftfflithc drwm (I)lSSOL\T.) 

Sornt I 

r.»i«wf RcoJ n«ic ciosivur 

Of finf^rt ihythmictll)' «»ivn«nj; jnd cltning bolo in 
flute (DISSOLVF) 

Scene ) 

r.etcrior Vind Inftnimrnt CLOSr.-UP 
Of flnsen rhythminlly {imung builoni on m«»I 
initrument (DtSSOLVF.) 

Scene 4 

Exterior Stringed Initrument CLOSE-UP 
Of fingen alterniteljr pmilng itringi on l>ir of in- 
itrument (DISSOLVE) 
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Scene j 

Exterior Xylophone CLOSE-UP^ V^hoard 

Of hammers rhythmically playing on keybo 
(DISSOLVE) 

Scene 6 

Interior Piano CLOSE-UP ^ /DIS- 

Of hammers rhythmicaUy tapping strings { 

SOLVE) 

Scene ^ 

Exterior Piano CLOSE-UP ^ 

Of fi^ser. rhy.hmi.^11- 

hands within limited area) ( 

Scene 8 

EKerior Pi«no CLOSE-UP pjj. 

Of foot altttnattly pressmg ptdal ot> P«” 

SOLVE) 

Scene 9 

Exterior Pianola CLOSE-UP underneath 

Of two fat altttnattly tttad.ns ptd>'> ”” 
piaoo (DISSOLVE) 

Scene to 

Exterior Pianola VE) 

Roll of music rolling (DISSOL ) 

Scene n 

Exterior Pianola moving 

play (DISSOLVE) 
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Scene 12 

Exterior Violin CLOSE-UP 

Of hand guiding bow over strings with slow rhyth- 
mic movement (DISSOLVE) 

Scene 13 

Exterior Trombone CLOSE-UP 

Of hand sliding bar up and down on instrument 
(DISSOLVE) 

Scene 14 

Exterior Accordion CLOSE-UP 

Of accordion being pulled in and out rhythmically 
— one hand showing as it pulls in and out 
(DISSOLVE) 

Scene 13 

Exterior Harmonica CLOSE-UP 

Of mouth blowing on harmonica while hands move 
it up and down scale — one hand flapping rhyth- 
mically (DISSOLVE) 

Scene 

Exterior Street Organ CLOSE-UP 

Of organ grinder's hand turning handle on organ 
(DISSOLVE) 

Scene 17 

Exterior Phonograph CLOSE-UP 

Of hand winding handle on phonograph (DIS- 
SOLVE) 

Scene 18 

Exterior Phonograph CLOSE-UP 

Of needle on whirling record (DISSOLVE) 
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Scene 19 

Exterior Radio CLOSE-UP 
Of fingers twirling dial baci and forth rhyduDlctUy 
— slow* down at they turn to correct Dumber 
(DISSOLVE) 

Scene 20 

Split Screen— Four Parts CLOSE-UPS 
Finger Scenes: — 

(a) Fingers rbytbmicaUy pressing buttons on 
reed flute 

(b) Fingers alternately pressing strings on bar of 
stringed instrument 

(c) Fingers rhythmically playing piano keys 

(d) Piano hammers rhythmically tapping striflgs 

(DISSOLVE) 

Scene ai 

Split Screen — Four Parcs CLOSE-UPS 
Horizontal Scenes: — 

(a) Hand guiding bow over strings of violin 

(b) Hand sliding bar up and down on trombone 

(c) Accordion being pulled in and out 

(d) Mouth blowing harmonica while hands move 
it up and down the scale 

(DISSOLVE) 

Scene 22 

Split Screen — Four Parts CLOSE-UPS 
Combination Motifs: — 

(a) Fingers pressing buttons on metal instrument 

(b) Organ grinder’s hand turning handle on 
organ 
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(c) Foot piessing |nano pedal 

(d) Hammers on keyboard of xylophone 

(DISSOLVE) 

Scene 23 

Split Screen — Three Parts CLOSE-UPS 
Combination Motifs: — 

(a) Keys of pianola playing by themselves in 
upper half 

(b) Two feet alternately treading pedals in lower 
corner of screen 

(c) Roll of mosic rolling in right-hand corner of 
screen 

(DISSOLVE) 

Scene 24 

Exterior Steeple CLOSE-UP 
Of two church bells ringing in alternate rhythm 
(DISSOLVE) 

Scene aj 

Exterior Drum CLOSE-UP 
Of two sticks rattling surface of drum (DIS- 
SOLVE) 

Scene 26 

Exterior Drum CLOSE-UP 
Of hand rhythmically beating drum stick on surface 
of primltiye drum (FADE OUT SLOWLY) 


THE END 
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color background. The m o vem ents of the checkers form 
compositions automatically, each grouping of motifs bal- 
anting perfectly with one mother. This idea can be 
used in all motion picture designs, the shifting composi- 
tions blending in an infinite number of ways. As tn 
checkers every motif must be dealt with and have a reason 
for its existence. Every game will suggest a different 
rhythmic plan for all types of subjects. 

Since every game of checkers brings its own problems, 
It is difficult to outline on paper the individual movements 
in advance. The subject is entirely pictorial and the 
checkers, all ahke, cannot very well be differentiated from 
one another in words. The purpose of the following con- 
tinuity is to show the movements of the camera in its 
relation to the motifs, outlining briefly tome interesting 
bits of play thte offer excellent rhythmic effects. It traces 
a checker game in one unbroken scene, something that is 
not possible with eveiy subject. As the game progresses 
and the positions of the checkers become more complicated, 
the amateue can decide which of the checkers he withes 
to give the most advantages and ultimate victory. 

To secure the effect of chccken moving by themselves, 
the stop-motion method must be used. This is the method 
employed in making animated cartoons, each tiny motion 
being photographed separately in succession. In photo- 
graphing the movements of the checkers only one or two 
frames of film are exposed at a time, a checker being 
shifted slightly to the next space for each exposure. In 
order to obtain rhythm and avoid uneven movements the 
same number of frames roust be exposed for each checker 
at It moves from one space to another. At the beginning 
of the game the checkm can move more rapidly. At the 
game becomes mote complicated the movements can stow 
down just as is done when two people play and must think 
before each move. The snore frames exposed for any 
given movement the slower will be the action. Exposing 
three or six frames for each exposure is a good estimate. 
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color bickground. The morementi of the checkers form 
compositions automaticallfi each grouping of motifs bal- 
ancbg perfectly with one another. This idea can be 
used in all motion pictnR designs, the shifting composi- 
tions blending in an infinite number of ways. As in 
checkers every motif must be dealt with and have a reason 
for its existence. Every game will suggest a different 
rhythmic plan for all types of subjects. 

Since every game of checkers brings its own problems, 
It IS difficult to outline on paper the individual movements 
w advance. The subject is entirely pictorial and the 
checkers, all alike, cannot very well be differentiated from 
one another in words. The purpose of the following con- 
tinuiry is to show the movements of the camera in its 
relation to the motifs, outlining briefly some interesting 
bits of play thie offer excellent rhythmic effects. It traces 
* ohecker game in one unbroken scene, something that is 
not possible with every subject. As the game progresses 
end the positions of the checkers become more complicated, 
the amateur can decide which of the checkers he wishes 
to give the most advantages and ultimate victory. 

To secure the effect of checkers moving by themselves, 
the stop-motion method must be used. This is the method 
rtuployed in making asiimated cartoons, each tiny motion 
^ug photographed separately in succession. In photo- 
graphing the movements of the checkers only one or two 
frames of film are exposed at a time, a checker being 
shifted slightly to the next space for each exposure. In 
order to obtain rhythm and avc^ uneven movements the 
•arw number of frames must be exposed for each checker 
as It moves from one space to another. At the beginning 
of the game the checkers can move more rapidly. As the 
game becomes more complicated the movements can slow 
just as is done when two people play and must think 
«fore each move. The more frames exposed for any 
g'»en movement the stover will be the action. Exposing 
or six frames foe each estposure is a good estimate. 
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The result will be the checkers movins' automaticjll/, 
gradually eliminating one another from the board until 
the winner is apparent. 

To obtain the effect of dieckers jumping over one an- 
other is a very simple matter. The actual jump need not 
be shown. By removing the conquered checker and plac- 
ing its opponent in the succeeding space before the expo- 
sure, the effect will be as though it has disappeared by 
magic right before the eyes of the spectator. If desired a 
more complicated method may be used by employing 
double exposure, ^th this method the checkers can be 
made to dissolve from the board instead of disappearing 
outright. By atraching invisible wires to the checkers the 
actual jumps may be shown. 

In obtaining one unbroken scene with a moring camera 
that will show close-ups, the camera must be mounted 
on some simple sliding arm device that will permit the 
photographer to raise or lower the camera as well as follow 
checkers over the board. In taking foil sited close-ups 
of individual checkers and spaces, a telescope lens will be 
necessary in conjunction with the reflex focusing device 
that allows of critical sharpness in enlarging the picture. 

If a moving camera with close-ups is not desired the 
camera with the regular lens can be mounted over the 
checkerboard and the game pictured from one viewpoint 
only. Thus a complete game can be photographed h one 
unbroken scene without shifting the camera. 

In stop-morion photography very little film is used and 
many unusual results can be obtained. Fairy tale subject* 
made from paper cut-outs in color and resembling enameled 
miniatures in motion is another unusual possibility open 
to the amateur cinema anist. 



AUTOMATIC CHECKERS 
The Cast 

One Black and WkSte Checkerboard 
Red Checkers 
Yellow Checkers 


scene i 

EiutiorTibk CLOSE-UP (PAM IN ’ 

Of closed checkerboard on table as camera 
down on it — cover begins to open, s ow y ^ 
ing checkerboard which completely ^ _ 

— red and yellow checkers suddenly . 

board filling up black or white spaces ® - 

alternate as they fill up squares on rig t an 
side of board respectively — al a 
CAMERA MOVES DOWN slowly »[‘8ht‘ng 
red checker as it moves one space t en 
crosses board HORIZONTALLY to reveal y 
checker moving one space — then rnoves 
again to reveal red checker — then again to t 
yellow checker — again returns to . 

checker — again returns to reveal yellow c * , 

then camera moves DIAGONALLY to reveJ re 
checker moving one space — then diagona 
reveal yellow checker moving one space 
back again to reveal red checker — then ag 
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reveal yellow cl)ecIcer—> again returns to reveal 
red checker — again returns to reveal yellow 
checker; CAMERA MOVES UP revealins full 
checkerboard —checkers in motion as they alter- 
nate with one another — movements appearing 
from different parts of hoard according to the best 
advantages — checkers getting crowded toward 
the center — suddenly red checker jumps over 
yellow checker and yellow checker disappears — 
then a yellow checker jumps over a red checker 
and red checker disappears — alternate movements 
continue — CAMERA AGAIN MOVES DO^ 
slowly on small group of checken as they move 
alternately — suddenly red checker jumps over 
yellow checker and yellow checker disappears — 
then yellow checker jumps over red checker and 
red checker dbappeaTS camera moves closer to 
follow a red checker as it moves over board waiting 
a short interval before each move — then moves 
up board VERTICALLY to reveal a yellow checker 
and follows it waiting a short interval before each 
move — then moves back to follow red checker 
waiting a short interval before each move — CAM- 
ERA AGAIN MOVES UP revealing full checker- 
board — checkers moving alternately on different 
parts of board— some Jumping and eliminating 
opponents — red checker suddenly jumps over 
three yellow ones and is crowned king— yell®^ 
checker on opposite side jumps over three red ones 
and is crowned king— both begin to move 
natcly toward center— as they near each other 



AUTOMATIC CHECKERS 
CAMERA MOVES DOWN to reveal their move- 
ments— camera follows them as they move back 
and forth over board in various directions and 
stops when they find themselves in a corner — red 
and yellow kings moving alternately back and 
forth in corner — yellow king is trapped and 
cannot find a way out — suddenly is forced to 
make a move — as it docs so red king jumps over 
it and it disappears — finding itself the winner 
red checker jumps up and down for joy — CAM- 
ERA MOVES UP slowly and as it does so red 
checkers suddenly pour down on board from above 
exultant over victory — then all dissolve and dis- 
appear— cover of checkerboard gradually closes 
and folds up on table. (FADE OUT SLOWLY) 

If desired the game can be repeated immediately 
with the checkers utilizing the white spaces or black 
and planned so that the yellow checkers will win 
the game. 

THE END 
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The lid with the empty cirefc diouU be mounted in 
front of the lent a sufficient distance to fiil the screen and 
be in sharp focus. A simple mount that will hold the lid 
rigid while the scenes are bnng taken and completely 
concealed from the camera’s eye can be easily devised and 
atuched to the camera, tripi^, or wherever convenient. 
The mount should be a movable one so that as the camera 
glides into the miniature the lid slips toward the lens and 
over it where it can remain until the reverse effect is de- 
sired. By judicious cutting and splicing the figures will be 
seen to move from their fixed portions in the miniature 
with a precision that will not reveal the deception. Where 
ri'e girl’s fingers arc shown holding the lid, the lid must 
ttil! he attached to the movable mount $0 that her hand 
will not ihift It out of alignment with the distant scene. 
A little experimenting with the actual lid will fix the idea 
•Mre clearly. In order to enlarge the still miniature to 
full screen site the reflex focusing device in con)unctjon 
*lth a telescope lens muse be used. H desired, a diffusion 
can cover the tens to create the effect of musty age. 
Til'll, a simple framing device if carefully handled can 
produce startling and unusual results. 

If desired, the miniature scenes ftuy be photographed m 
oacutal color, contrasting the magic fantasy with the 
orabness of the attic scenes. The color sequence should 
"ot be inserted until the moment when the camera elimi- 
the frame and glides into the miniature. It it obvious 
^st the mliuature cannot be shown in color while its 
frinw i, being shown in monotone. This effect it not 
“"possible, however, if the amateur is capable of devising 

* filter in which the center circle of glass contaws the 
pt^ty colors while the outer circle remains clear. Such 

* filter could be made to order if the amateur wishes it as 

* permanent part of his eqiupmeni. It could be used for 
Winy novel trick effects. In editing, the black and white 
nil" is easily matched with the color sequence, eliminating 
“e uncertainty of not splicing them in exactly the right 
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This setting is rather modem and severe but is more ef- 
fective than an elaborate setting with cooflictbg colors. 
Also, it must be reinerabered that the elemeat of time is 
being juggled with and a modem setting for old fashios^ed 
figures is quite permisnble. Too many dancers should not 
be used in this sequence because the color element gives 
the impression that there are more figures thin are actually 
present. The number of figures depends upon the size 
of the room. The Me of the room depends upon the 
number of people in the cast. In a small room about six 
dancing couples is a good estimate. In a larger room one 
or two dozen couples may be the average. The present 
continuity mentions a larger number of dancers. Cos- 
tumes may be made or rented and by means of careful 
lighting magnificent efiecu can be secured with a mini- 
mum of expense. It must always be borne in mind that 
care and patience are always more important than mere 
elaborateness. 

If an interior set entails too much expense the miniature 
scenes could be enacted out of doors on a smooth lawn in 
sunlight. Such a lawn can always be found in a park and 
scenes can be enacted at hours when the space is unfre- 
quented by the public. 

The reason that no definite color schtme is apparent in 
still paintings lies in the fact that the scene does not move. 
In the cinema the juxtaposing of motifs or thoughts 
makes it imperative to use a definite color scheme if any 
semblance of uiuty is to be cbtained. It would be ex- 
tremely jarring in the motion picture design for colors to 
appear and disappear haphazardly without rhyme or reason. 

In projectioss no muHC ihcndd be heard during the attk 
scenes until the key of the music box is wound, the lid 
lifted, and the sniniature begiiis to move. The length of 
the miniature episode in the present continuity is short, 
corresponding with the short musical duration of the 
music box. Thus, she magical effect is emphasized and 
the relations between the two episodes are logical in music 
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again apparent. ’ 

There are many quauit miwical eompositloiu to which 
the action can be timed The moit effectire. of coune. U 
a minuet played by a imiiic box itself. This is easily timed 
to the action on the screen by simply raising and closing 
the hd, the effect being delicate and precise. If the tune 
«n the box is not a minuet then the accompaniment can be 
secured through a phonograph or hand pbyed instrument 
or group of initniments. n»e most characteristic are the 
Mozart minuets or those of other eighteenth century 
eompoMrs. It Is imperatiire that the music should be 
unusual and not often heard in order to sustain the effect 
o^agic. There are many compositions with the title of 
The Music Box ” that contain dance rhythms. A fom» 
position by Liadow, ” The Musical Snuff Box ’’ ii eery 
appropriate and a dance could be timed to it. The players 
should be thoroughly imbued with the rhythm of the 
music to that it should be played continually while the 
scenes are taken. Thus, the rhythm can be easily matched 
in the finished production. A dance, being a design with 
measured movements and repeats can be readily timed to 
music, or vice versa, so that no undue difficulty should be 
encountered by the amateur in obtaining rhythmic effects. 

In order to record the slow rhythm of the minuet there 
should not be too many cuts in the scenes. Cutting pro- 
duces an effect of rapidity and electric movement and is 
completely out of tune with ho^ skirts, velvet suits and 
minuets. Thus, It will be observ^ that much use is made 
of the moving camera so that the spectator glides Into 
the movements of the dance. Staccato scenes are included 
only in the most dramatic moments — the rsising and 
lowering of the music box Ikt the flutter of fans, the 
clock pendulum and the like. 'Hw quaintly erratic nature 
of the music Ewx must pervade the entire film ao that the 
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characters become, in a eeasci doll-like though not too 
stiff. The starting and stopping of the music bos is essen- 
tially a counterpart of the pause in music and is likewise 
related to the rhythmic morements of the dancers. The 
Tariations of this idea arc endless and the relations between 
the two phases must be carefully balanced. 

In employing the moving camera great care must be 
exercised in focuung as the focus changes rapidly in ap- 
proaching or receding. Focusing directly on the film is 
the best method but this it not possible with most amateur 
cameras. The next best metliod is the use of the reflex 
focusing device which turns the lens into focus automati- 
cally as the photographer's finger turns a knurled ring 
connecting both the finder and the lens. Thus, he can 
train his caintta forward, baekwatd, vertically, horizon- 
tally, diagonally, at well as in curves, all the while keeping 
his subject sharply in view. It is well to rehearse these 
line effects until the rhythm can be felt at well as seen. 
Rehearsing all scenes insures better results at well as effect- 
ing a great tavin'g in film. However, too much use of the 
moving camera is just at annoying as too many ataccato 
scenes. There must be composition or balance in move- 
ment as well as in form and color. 




THE MAGIC MINIATURE 
The Cast 
The Girl 
The Dancers 
The Princess 
The Prince 
The Old Ladies 
The Page 
The Musk Box 
The Grandfather Clock 

Scene t 

Exterior Attic CLOSE-UP (IRIS IN SLOWLY) 
Of rain pouring on shingled roof (DISSOLVE) 

Scene a 

Interior Attic Room CLOSE-UP 
Of window from within as rain beats upon it — 
camera holds for a moment, then begins to move 
slowly about the dimly lighted room, revealing 
various antiques — a chair, a vase, a cracked mir- 
ror (camera must not show in mirror), etc., hold- 
ing a moment on each before moving to the next 
— after revealing a few things the camera moves 
up slowly to face of grandfather clock that has 
long since run down and covered in cobwebs (a 
criss-cross pattern of cotton or silk threads will 
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sired key she holds it a moment before the 
camera — then camera trucks back slowly into a 
MEDIUM— SHOT as she climbs on stool to reach 
clock face — she opens die glass door cautiously, 
and inserting the key die winds it rhythmically — 
this done she jumps off stool and stands back 
watching — pendulum begins to tick and as it does 
so camera moves into CLOSE-UP to reveal it 
swinging rhythmically — after this is held for a 
moment the camera moves vertically up the clock 
to reveal the face. A strange thing happens! In- 
stead of moving very slowly as clock hands do, the 
hands are seen to move backward with great 
rapidity starting at 12 and moving back to x i, 10, 
9 i 8, etc. — camera holds for one or two revolu- 
tions of the hands (Do not spin hands too rapidly 
as camera has a tendency to magnify motion in 
close-up) 

Scene 3 

Interior Attic Room CLOSE-UP 
Of girl’s face perplexed as she stares at clock face — 
frightened as she sees hands spinning backward 

Scene 4 

Interior Attic Room CLOSE-UP 
Of bands of grandfather clock spinning rapidly 
backward 

Scene 3 

Interior Attic Room CLOSE-UP 
Of girl’s face staring wide-eyed as she sees strange 
phenomenon — then smiles and giggles delightedly 
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— she lays costume on chair and begins to un- 
fasten dress (DISSOLVE) 

Scene 7 

Interior Attic Room CLOSE-UP 
Of hands of grandfather clock spinning rapidly 
backward (DISSOLVE) 

Scene 8 

Interior Attic Room SEMI CLOSE-UP 
Of girl whirling about in Watteau costume — just 
finishes fastenings at waist — whirl* about de- 
lighted— < adjusts wig in mirror, etc. — then 
whirls to chair — lifts skirt to reveal her plain shoes 
which look incoogruous with costume — laughs 

— then quickly brads to unfasten them (DIS- 
SOLVE) 

Scene 9 

laterior Attic Room CLOSE-UP 
Of hands of grandfather clock spinning rapidly 
backward (DISSOLVE) 

Scene 10 

Interior Attic Room CLOSE-UP 
Of girl’s fingers rapidly tying ribbons of pump on 
her foot — then reverses feet and rapidly ties 
other slipper — brushes aside voluminous skirt as 
»c sets in the way (DISSOLVE) 

Scene ix 

Interior Attic Room CLOSE-UP 
Of hands of grandfather clock spinning rapidly 
backward — then camera moves down clock to 
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— she lays costume on chair and begins to un- 
fasten dress (DISSOLVE) 

Scene 7 

Interior Attic Room CLOSE-UP 
Of hands of grandfather clock spinning rapidly 
backward (DISSOLVE) 

Scene 8 

Interior Attic Room SEMI CLOSE-UP 
Of girl whirling about in Watteau costume — just 
finishes fastenings at waist — whirls about de- 
lighted— adjusts wig in mirror, etc. — then 
whirls to chair — lifts skirt to reveal her plain shoes 
which look ineoogruous with costume — laughs 

— then quickly bends to unfasten them (DIS- 
SOLVE) 

Scene 9 

Interior Attic Room CLOSE-UP 
Of hands of grandfather clock spinning rapidly 
backward (DISSOLVE) 

Scene 10 

Interior Attic Room CLOSE-UP 
Of girl* fingers rapidly tying ribbons of pump on 
her foot — then reverses feet and rapidly ties 
other slipper — brushes aside voluminous skirt as 
it gets in the way (DISSOLVE) 

Scene it 

Interior Attic Room CLOSE-UP 
Of hands of grandfather dock spinning rapidly 
backsrard — then camera moves down clock to 
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reveal pendulum swinging rhythmically (DIS-. 
SOLVE) 

Scene la 

Interior Attic Room CLOSE-UP 
Of girl all drewd — lo her hand ahe waves a large 
fan — she poses gracefully with fan as though ob- 
serving self in mirror which is off scene — camera 
trucks back to reveal her in full costume as she 
dances about lifting skirt and waving fan as 
though dancing the minuet, all the while glancing 
in mirror on wall to see the effect she is creating — 
delighted as she sees her quaint attire — then scops 
and wonders what to do next — she thinks a mo- 
ment with hand on dun — then suddenly her eyes 
widen as she gazes down at trunk — she hesitates 
a moment — then goes toward it kneeling as she 
peers in — camera again moves into CLOSE-Uf 
gliding toward trunk— then tilts as it peers in- 
in the corner is tucked a bundle of lace — ghlk 
hand appears slowly and descends to lake it — 
takes hold of end of lace and unravels it revealing 
yards and yards which she spreads over bottom of 
trunk 

Scene 

Interior Attic Room CLOSE-UP 
Of hands of grandfather dock spinning rapidly 
backward 

Scene 14 

Interior Trunk CLOSE-UP 

Of Eitl’s Imid unnvclGns hce — su JJcnljr jhc eomn 
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to end of lace disclosing a music box (powder box, 
snuff box, etc.) — her hand stops short, startled 
— then hastily picks up box — camera tilts up 
into normal position^ then glides back slowly 
into a SEMI CLOSE-UP to show her with music 
box in her hand — she is fascinated with discovery 
and peers around it half afraid to hold it — then 
she closes the lid of the trunk and sets the box 


upon it — with her fingers she slowly lifts the 
lid to examine contents — she lays the lid aside 
and extricates powder puff from box — smells it 
and is delighted with fragrance — begins to pat 
face with it — then replaces puff in box and re- 
places the lid — camera moves into CLOSE-UP as 
she docs so, the box filling the screen — on the 
J'd is a miniature scene resembling a VTatteau 
painting with quaint figures in the attitude of 
dancing the minuet — after this is held for a 


moment, girl's hand appears, slowly lifts the box 
and turns it over revealing the winding key — 
ahen her other hand comes into scene and with 
forefinger and thumb winds the key with rhyth- 
mic motion alternately twisting the box back and 
forth — this done her hand resets the box on the 


^rved trunk lid, the miniature turned toward the 


camera — then her fingers slowly raise the lid from 
me box directly tosvard the camera and it com- 
fills the screen — the "painting” (still 
P Olograph) is dearly seen (Iris down partway to 
fmphasirc the circular motif) — after a moment’s 
pause the figures are seen to move as though by 
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asffc g jc gi TV -s'. ' g il« graceful movetnenu of the 
csssssr— ifar b held for a moment or two 

3» mom tUgfitiy closer elinunaong the 

3=r sad firi’s fin^rs except for the rim that 
5wi» C«e mamnire — after this is held for a mo- 
aremr sic camera plunges into the miniature elimi- 
asscj the frame entirely which can slip oxer the 
cxmera lens — it continues gliding into the large 
?T«a oTer a smoothly polished floor toward the 
daaang figures and hades in a hfEDIUM-SHOT as 
Air dance — in the background are black double 
d.xvs extending from the floor to the ceiling*— 
against these black doors the colored figure* are 
dandng the minuet — oS to the right along the 
gny wall arc seated a row of ladies and gentlemen 
seated alternately, dressed in the time attice — 
the end of the row two old ladies are seen who are 
admiring a quaint object resting on a black vtlvet 
pad which one of them bolds in her hand — ’thef 
seem to be excited as they glance toward grand- 
father clock seen at the extreme right of ihem*“ 
all arc exclaiming over dancing, the ladies alter- 
nately opening and closing their fans, the gentle- 
men occasionally applying snuff to their nostrils 
after this is clearly revealed and dancers ha^r 
gone through the characteristic steps of the minuet, 
the camera moves closer and plunges into the midif 
of them moving in and out among them as they 
bow and twirl gracefully, giving a kaleidoscope ® 
bending figures, whirling ikirls and gracefu 
movements (DISSOLVE) 
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Scene ij 

Interior Miniature CLOSE-UP 
Of dancers’ feet as they dance minuet — camera 
moves slowly through lines of dancers revealing 
buckled shoes and satin pumps moving in rhythmic 
“ep — through the kaleidoscope of men’s legs the 
ladles’ skirts whirl as they sink to the floor (DIS- 
SOLVE) 

Scene i 6 

Interior Miniature CLOSE-UP 
Of clasped Angers of dancing couple swaying up and 
down gracefully in air — camera trucks back 
slowly in SEMI CLOSE-UP to reveal dancing 
couple continuing movements of the dance — lady 
releases her hand from partner and whirls grace- 
fully to the floor, at the same time spreading open 
h«r fan — as she rises from floor she slowly closes 
her fan — camera trucks back very slowly as they 
come toward it — then moves horizontally to re- 
veal a second couple continuing where they leave 

off (DISSOLVE) 

Scene 17 

Interior Miniature MEDIUM-SHOT 
hooting down on mass of moving white wigs as 
dancers dance minuet (DISSOLVE) 

Scene iS 

Interior Miniature CLOSE-UP 
Of dancers’ feet as they dance minuet— camera 
tnoves slowly through lines of dancers res’ealing 
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magic continiiing the graceful raovetnents of the 
daoce — after this is held for a moment or two 
the camera moTcs slightly closer climmating the 
frame and the girl's fingers except for the rim that 
holds the miniature — after this is held for a mo- 
ment the camera plunges into the miniature elimi- 
nating the frame entirely which can slip over the 
Camera lens — it continue gliding into the large 
room over a smoothly polished floor toward the 
dancing figures and halts in a MEDIUM-SHOT as 
they dance — in the background are black double 
doors extending from the floor to the ceiling — 
against these black doors the colored figures are 
dancing the minuet— -off to the right along the 
gray wall arc seated a tow of ladies and gentlemen 
seated alternately, dressed in the same attire — at 
the end of the row two old ladies are seen who are 
admiring a quaint ob/ect resting on a black velvet 
pad which one of them holds in her hand — they 
seem to be excited as they glance toward grand- 
father clock seen at the extreme right of them — 
all are exclaiming over dancing, the ladies alter- 
nately optaing and closing their fans, the gent e- 
mcn occasionally applying snuff to their nostri s 
— after this is clearly revealed and dancers^ have 
gone through the characteristic steps of the min»«t, 
the camera moves closer and plunges into the mi « 
of them moving in and out among them as t 
bow and twirl gracefully, giving a kaleidoscope o 
bending figures, whirling skirts and grate 
movements (DISSOLVE) 



the magic miniature I8i 

Kcited as they hear music and glance up toward 
clock which is not in scene 


Scene ai 

Interior Miniature CLOSE-UP 
01 fact of grandfatktr clock which reads five 
minutes to twelve — camera moves down clock to 
pendulum swinging rhythmically (DISSOLVE) 

Scene aa 

Interior Music Box CLOSE-UP 
Oi machinery in motion (DISSOLVE) 

Scene aj 

‘"tenor Minialucc SEMI CLOSE-UP 

a.” h. 1." “ .‘I"’' “ ■"“* Ix”— “Cited 

on ho *" “'tit — then replace lid 

.he h. ~ “is'''”' ■'■'y «*' kit" 

the eC " tt'S'ttg him to pats it along for 

nrovem?? ."traee. horizL.al 

to show " j' S'«toujly accepta it and turn, 
ne f " a” 

lid and ““ 'x'tt-l.c lift, the 

el“ """ ‘I” '“"t « - 

her e^r T"’ '^'•OSE-UP to reveal 

listening to music box (DISSOLVE) 

t Scene 34 

"tenor Music Bo.x CLOSE-UP 
RiJchmery In motion (DISSOLVE) 
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buckled shoes and satin pumps moving in rhythmic 
— through the men’s legs the ladies’ skirts are 
seen to whirl (DISSOLVE) 

Scene 19 

Interior Miniature CLOSE-UP 
Of clasped fingers of dancing couple swaying up and 
down gracefully in air (IRIS OUT RAPIDLY) 

Scene 10 

Interior Miniature (IRIS IN RAPIDLY) 
CLOSE-UP 

Of lady’s hand waving fan — camera moves hori- 
zontally along line of seated guests to reveal gentle- 
man's hand tapping snuff box — then his fingers 
slowly open it — camera moves horizontally to 
reveal lady’s hand closing fan slowly— camera 
moves horizontally to reveal gentleman’s fingers 
dipping rhythmically into snuff box — camera 
moves horizontally revealing lady’s hand slowly 
opening fan — then slowly closes it — opens :t 
again — waves ic rhythmically — camera moves 
horizontally to reveal gentleman’s fingen slowly 
closing snuff box — camera moves horizontally to 
reveal hands of old ladies holding black velvet pad 
upon which reposes a musical powder box exactly 
like that in the attic (except for color photog- 
raphy) — one of their hands appears and slowly 
lifts the lid — camera trucks back slowly into 
SEMI CLOSE-UP revealing the two old ladies 
listening to the music of the powder box — both 
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Scene a8 

Isttwc Miniature CLOSE-UP , „„ 

clasped knds of dancers swayInS “P ° 

(DISSOLVE) 


Scene 29 

I««&i Sllmitutt CLOSE-UP 

Of music box on cusbion passing from .ways 

“ it is being returned to old djnce 

SracefuUy as tbougb continuing iny camera 

■~aj box returns into bands of o * . 

0! .h<m Hit. tht 

tad rewinds tbe key Vith tbp as sbe 

titneta trucks back into SEMI C ^,,efuUy oft 

fioisbes'wmdmgbox— sbe ^^P'**^* V^us* be**^ 

cusbion— both ail agog as 
tbeti excitedly look up toward 


Scene Jo 

Interior Miniature CLOSE-UP twelve — 

Of clock face wblcb reads two pendulum 

camera moves down doc t® 
swinging 


Scene Jt 

crior Miniature SEMI glance about 

i ladies all aflutter as they sec camera again 

excitedly anxious for some «« gentlemen 

moves botixontally rtveabng dancers 

ited on chairs, exclaiming as ^ apply* 


anxious lor genu5»- 

tixontaWy rtvealmg lad^ j^^cers 

,ted on chairs, exclaiming as apply* 

• ladies fluttering f*"*—®”!,- comes to end ot 

gsnuff to nostriU-a* camera CO 
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Scene 3; 

Interior Afinisture CLOSE-UP 
0 / l3dy’j esr listening: to muji'c bos — Cimert wik^ 
back into SEMF CtOSE-UP at jtntltman li«ir 
the bos, replaces the iid 3nd pj«ei it p'> ^ •' 
nest coupfe — earners move* horirontjUy « 
tike it — Ldy all aflutter at the »ffi bi’t""*^' 
lifti the lid and hoIJi it off at j(fntleinJ'» t*'*’ '' 
to her ear — the imifet deljj{hfrJfy i» 
muiic — then gentleman loweri ihe bi’* '* ^ 
repl.icei the lid and pane* it <m tn the third P'^r 
at camera movet hori/ontalJy — third cour^^ 
trigued at they take tnutic I-of whiih they l«? 
on their Ijpt — the gentleman tlnwly h^*' '* 

at both liiten mteotly — camera m'lvtt ip'" 
CtOSr-L/I’ of hand hidJ.iig the h.l r>lf rmmV P<‘» 

(OissoLVi:) 

Skene ti 

Intttkif Alutic B<»» C.tOSi' -VP 
Of mahinarf in m»/l^>n — etene hesln* t'* 
bokh and fiirth geni/y a* rlwnixh pmi.n'i"'* * * 
rhythm of minuet (UAVlI.VI ) 

%.4n4 1 / 

l.itrtn.r Af.najrure -t/P 

Of J.eu^rn' fitt ** tfi*f 

eattr* ji/wl/ tht^o^h lii*e of d«'Kae» 
tuki/ol kLkX-i '*► 

pif^‘~thr-f-rS *'•* **«' **•* i-U*‘ !*•''* 

wi./f »i ij-rf"' ifKVVd ^r^ ; 
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commence the movements of the dance moving 
back and forth veithin camera range — after they 
have gone through the movements once the camera 
be^ns to move around them in a circle moving 
slowly so as not to be out of rhythm with them 

— the Princess is smth'ng happJy as the Prince 
assists her fromthe floor, etc. — camera then moves 
into CLOSE-UP to reveal their hands swaying 
gracefully up and down — then moves down to 
floor to reveal their feet moving in rhythmic step 

— camera moves closer to show Prince's buckled 
shoes as he moves in rhythmic step — then moves 
horizontally to show Princess’ pumps as she minces 
daintily — then trucks back slowly as she whirls 
to the floor spreading her large fan (if desired the 
Prince may carry a straight cane which he grace- 
fully manipulates as he dances) (DISSOLVE) 

Scene 3 a 

Interior hflniature SEMI CLOSE-UP 

Of line of dancers as camera moves slowly past them 

— all enchanted as they watch Prince and Princess 

— ladies slowly opening and closing fans as camera 
passes them — others waving them gently — 
couples whispering as they exclaim over dancers — 
as camera comes to two old ladies it halts — both 
exclaiming and smiling sweetly at dancers, but are 
rnore interested in music box — one of them sud- 
denly lifts the lid slowly — as she does so she 
notices something in the miniature and her eyes 
widen — she qtndtly nudges her companion who 
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tine it continue ti> move afon^ wj!| (ill it ci'kwi 
to Cfntfr of JouhJ< Jot'rt >— h tnd!«* ii i«n In turn 
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Scene 37 

Interior Miniature LONG-SHOT 
Of guests applauding, fans fluttering and the Prince 
and Princess in the final posture of the dance — 
they suddenly move from this position and bow 
gracefully to their audience smiling profusely — 
just as they are about to leave, one of the old ladies 
hurries from line with the music box, and bowing 
gracefully offers them the gift. Startled, the two 
dancers are overwhelmed, but as camera moves into 
MEDIUM-SHOT the Princess takes the box, gra- 
ciously thanking her donor for the gift — as the 
old lady hurries off scene the Princess turns to the 
guests and utters exclamations of appreciation for 
their generosity — all bow in unison as she lifts the 
lid of the music box and listens to the music — 
she is delighted with what she hears — camera 
moves into SEMI CLOSE-UP as she raises the box 
to the Prince's ear who smiles as he bends to listen 
(DISSOLVE) 

Scene 38 

Interior Music Box CLOSE-UP 
Of machinery in motion — is suddenly tilted as 
though listener wishes to hear better — machinery 
moves without a hitch (DISSOLVE) 

Scene 39 

Interior Miniature SEMI CLOSE-UP 
Of Prince and Princess as they listen to music box — 
both smiling delightedly— then she lowers the 
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S««e }7 

laterior Minlinrre LONG-SHOT 

Of gunti £»m fluttering and the Pfinct 

and Priacen tn the final poiture of the dance 
they rodienly nwte fnwn thi* petition and bow 
gricefelly to thrif audience imihng profutely 
jurt as they art about to leave, one of the old ladiei 
hurries from line with the romic box, and bowmg 
gracefully ofTers them the gift. Startled, the t» o 
dancers are orerw helmed, but at camera mores into 
MEDIUM-SHOT the Princm takes the box. gra- 
eiouily thanking her donor for the gift— -as tie 
old lady hurries off scene the Princess 
gueni and utters exclamationi of appreciation for 
their generwity — all bow in unison as she lifts the 
lid of the music box and listens to the music 
she is delighted with what she hears — camera 
mores into SL\« CLOSE-UP as she raises the box 
to the Prince's ear who smiles as he bends to listen 
(DISSOLVE) 


Scene 38 

Interior Music Box CLOSEr-UP 
Of machinery in motion — is tu 

though listener wishes to hear better — mac m 
mores without a hitch (DISSOLV ) 


suddenly tilted as 


Scene 59 

Interior Miniature SEMI CLOSE-UP 
01 Fma >nj Pimct» ,i th.y lim" 
Wh .miling d.liEl..»ll)r— 
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looks and stares startled — - both sure at each otNef 
perplexed — then turn and stare at minuturff <» 
though hypnotiied (DISSOLVE) 

Scene jj 

Interior Miniature CLOSE-UP 
Of old lady's fingers holding lid of muiic K't — ii 
the picture the two dancers are seen r uetly ai ifist 
are now moving before the guests (PISStUA I ) 


*»cene >4 

Interior Music B«n CLOSI'-UP 
Of machinery in motM>n — iiiilJenfy it iti’P'*'*'* 
shaken slightly and begins so move agiiis 
denly stops once more — is shiken »lg''r<iu»fy •" 
but refuses to move (DISSOLV'D 


Scene n 

Interior Miniature Cl OSI -UP 
Of old Ul/ i fingers h..lilio4 l.d of inm*c U.*-"'' 
she miniature the rnme and Prim*** *'* l“'| 
towing 111 the final posture of the dam e — > " 

lady's hand slowly replates the Lil on ll'< h"* 
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Scene 44 

Interior Miniature SEMI CLOSE-UP 
0£ ladies and gentlemen exclaiming over dancers as 
camera PAMS round in a circle — in opposite 
direction to previous two scenes (DISSOLVE) 

Scene 45 

Interior Miniature SEMI CLOSE-UP 
0{ two old ladies hurrying otf by themselves as 
camera follows— they suddenly seat themselves 
in chairs and camera halts— both whispering ex- 
citedly over miracle they have discovered — they 
are unable to comprehend h but one of them warns 
her companion to be quiet as she places her finger 
on her lips— camera moves into CLOSE-UP to 
reveal her finger on her lips (DISSOLVE) 

Scene 46 

Interior Miniature CLOSE-UP 
Of fingen gracefully plucking strings of harp 
(DISSOLVE) 


Scene 47 

Interior Miniature MEDIOil-SHOT 
Of excited groups of dancen against background of 
double doors — suddenly hear music and excite- 
ment subsides — fans cease fluttering as they begin 
to take partners and resume the minuet — as the 
dance gains momentum and the figures move in 
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Scene yt 

Interior Attic Room CLOSE-UP 
Of girl’s fingers holding lid of music box — in the 
miniature the scene has changed showing the 
Prince and Princess dancing the minuet — sud- 
denly the figures stop short 

Scene 5 a 

Interior Music Box CLOSE-UP 
Of machinery stock still — suddenly it begins to 
move — then suddenly stops again — is shaken but 
refuses to move — is shaken again vigorously but 
refuses to move 


Scene j) 

Interior Attic Room CLOSE-UP 
Of girl’s fingers holding lid of mtisic box — in the 
miniature the scene has suddenly changed again to 
the original still — girl’s hand slowly replaces the 
lid on the box — as she does so camera trucks back 
slowly into SEMI CLOSE-UP to show girl staring 
perplexed at what she has seen — she picks up box 
and examines it — lifts it to ear — hears nothing 
— shakes it — Ibtens — bears nothing — perplexed 
she rises from the floor as camera continues re- 
ceding into a MEDIUM-SHOT — she whirls 
about, again lifts lid and stares at it — slowly re- 
placing the lid she realizes that the spell is broken 
sadly she stares up at clock which is behind 
camera — then fearing to stay longer she hurries 
to trunk and begins to replace box — camera again 
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Scene jt 

Interior Attic Room CLOSE-UP 
Of girl’s fingers holding lid of music box — In the 
miniature the scene has changed showing the 
Prince and Princess dancing the minuet — sud- 
denly the figures stop short 

Scene Ji 

Interior Music Box CLOSE-UP 
Of machinery stock still — suddenly it begins to 
move — then suddenly scops again — is shaken but 
refuses to move — is shaken again vigorously but 
refuses to move 


Scene 5) 

Interior Attic Room CLOSE-UP 
Of girl’s fingers holding lid of music box — in the 
miniature the scene has suddenly changed again to 
the original still — girl’s hand slowly replaces the 
lid on the box — as she does so camera trucks back 
slowly into SEMI CLOSE-UP to show girl staring 
perplexed at what she has seen — she picks up box 
and examines it — lifts it to ear — hears nothing 
— shakes it — listens — hears nothing — perplexed 
she rises from the floor as camera continues re- 
ceding Into a MEDIUM-SHOT— she whirls 
about, again lifts lid and stares at it — slowly re- 
placing the lid she reaUzes that the spell is broken 
sadly she stares up at clock which is behind 
camera — then fearing to stay longer she hurries 
to trunk and begins to replace box — camera again 
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Scene 5; 

Exterior Attic CLOSE-UP 

Of attic window dripping water camera trucks 
back jlowly to reveal gabled roof, the edges of 
which are dripping water like falling tean after 
tain (IRIS OUT SLOWLY) 

THE END 





